Graduate Theses, Dissertations, and Problem Reports
1999

The reflective journal: The emotions and consciousness states of
poets within a transpersonal writing design.
Mary Catherine Wuenstel

Follow this and additional works at: https://researchrepository.wvu.edu/etd

Recommended Citation
Wuenstel, Mary Catherine, "The reflective journal: The emotions and consciousness states of poets within
a transpersonal writing design." (1999). Graduate Theses, Dissertations, and Problem Reports. 10054.
https://researchrepository.wvu.edu/etd/10054

This Thesis is protected by copyright and/or related rights. It has been brought to you by the The Research
Repository @ WVU with permission from the rights-holder(s). You are free to use this Thesis in any way that is
permitted by the copyright and related rights legislation that applies to your use. For other uses you must obtain
permission from the rights-holder(s) directly, unless additional rights are indicated by a Creative Commons license
in the record and/ or on the work itself. This Thesis has been accepted for inclusion in WVU Graduate Theses,
Dissertations, and Problem Reports collection by an authorized administrator of The Research Repository @ WVU.
For more information, please contact researchrepository@mail.wvu.edu.

The Reflective Journal:
The Emotions and Consciousness States
Of Poets Within a Transpersonal Writing Design

Mary Catherine Wuenstel

Dissertation submitted to the
College of Human Resources and Education
at West Virginia University
in partial fulfillment of the requirements
for the degree of

Doctor of Education

Joy Faini Saab, Ed.D., Chair
W. Scott Bower, Ed.D.
Ronald V. Iannone, Ed.D.
Floyd Stead, Ed.D.
Samuel Stack, Ed.D.
James Harms, M.F.A.
Department of Curriculum and Instruction

Morgantown, West Virginia
1999
Keywords: Reflective Education, Journals, Educational Theory

UMI Number: 9967247

UMI Microform 9967247
Copyright 2000, by UMI Company. All rights reserved.
This microform edition is protected against unauthorized
copying under Title 17, United States Code.

UMI
300 North Zeeb Road
Ann Arbor, MI 48103

ABSTRACT
The Reflective Journal: The Emotions and Consciousness States
Of Poets Within a Transpersonal Writing Design
Mary C. Wuenstel
The Reflective Journal methodology is an educational tool that was created to
examine poets as they wrote poetry within a transpersonal writing design. Although
language arts theory approaches have dealt primarily with the interactive and subjective
nature of language through reading and writing activities, few have addressed the
potential of the use of language as a vehicle for personal change through self-expression.
This study attempted to investigate the psychological experiences, which may occur
when poets are engaged in writing poetry and their opinions on personal change after the
experience of writing.
While writing, the poets in the study displayed that they : 1. experienced a wide range
of emotions and emotional intensities. 2 experienced a variety of consciousness state
changes. 3. displayed that more intensity of emotions and more depth in consciousness
states may be found in the early phases of the writing process, although some poets may
have these experiences throughout the entire writing process. 4. frequently identified
their emotions as deeply intensive when they write poetry. 5. entered deep trance states
when they write poetry. 6. may encounter difficulties in describing their emotions and
consciousness states because they are difficult to put in a semantic context , or the poet is
not experienced in speaking about their innate processes. 7. explained that the nature of
the emotions and consciousness states during the writing of poetry is an interrelationship
of states, which may be merged rather than superimposed upon one another. 8. focused
their emotions and consciousness states between a focus on the thematic issues, a focus
on the self, and a focus on the writing process. 9. may show tendencies to be more
mystically oriented or more aesthetically oriented. 10. may achieve personal change
more quickly when they focus on issues of truth rather than imaginative elements. 11.
Experience “felt sense” states which may influence their emotions and consciousness
states.
The researcher recommended that further constructs be created which allow for
educators to acknowledge the importance of creative self-expression. Greater emphasis
must be placed on the effectiveness of a reflective curriculum which addresses the
importance of journal keeping, genre, the intrapersonal, and the transpersonal in poetry
writing.
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CHAPTER ONE: INTRODUCTION

Statement of the Problem
Current research findings concerning writing pedagogy and written discourse instruction have
indicated that, over the past three decades, significant changes have taken place in educational
approaches, including advances in cognitive language theories, workshop methodologies, and a
paradigm shift from a product to a process-oriented approach. Despite these instructional
advances, few educators and researchers have attempted to address the significance of
psychological states and affective involvement in the creative writing process, particularly the
roles of consciousness states and emotions in written discourse as a means to personal growth on
the part of the writer. Although poetry has traditionally been considered a viable form of
individual expression through artistic endeavor, language arts specialists have only recently
begun to explore the potential personal benefits, which may be achieved, from individual
involvement in the composing process and the ways that discourse can be accessed to solve
problems.
Historical trends in writing research have indicated that conflicts have arisen as to the role of
personal, emotive writing and its relationship to the tenets of literary theories within the
twentieth century. Brand (1989) indicated that the New Criticism literary movement instituted by
John Crowe Ransom dominated scholarly thought regarding the acceptable standards of voice in
written literature which may have been an adverse reaction to romanticism, the impressionist
movement, and humanist theories concerning personal expression. This theoretical stance
advocated a rational approach to the evaluation of literary works, divorced from one’s personal
emotive senses or feelings about the literature. The discord that could occur when one’s critical
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judgment of literature had been colored by sentimentalism or emotions was known as the
“affective fallacy”and was viewed as corrupting one’s literary opinion concerning the aesthetic
purity and artistic value that could be found within the writing. Although there was an
acceptance of “imaginative” writings within this viewpoint, the author’s role was displaced in
terms of their own psychological involvement within the text, and the focus of criticism was
placed on the way the language was used artistically to foster the thematic material.
Although many writers have stated or implied that writing has aided them in encountering
their own psychologies and inner processes, few have directly addressed the nature of this
procedure, stressing instead the importance of writing for an audience, becoming published
within pedagogies, or issues of form within written discourse, instead of the benefits that may be
derived from writing as an act in itself.
Gowan (1975) related that the creation of art is within the parataxic mode of consciousness, a
middling range of mental experience which “stands at the crossroads in cognitive development.
It looks back to the reaction formation of a traumatic image, to the myth and ritual which can
recapture the ultimate reality, of which the image is the veiled icon.”
Art, therefore, may act as a connecting mechanism of past experience to new insight
regarding the present and the future. As Read (1960) stated, “The real function of art is to
express feeling and transmit understanding.” Thus, the purpose of art may be viewed as serving a
dual function, to allow for emotional release and to produce work which may enhance society.
Several influential pedagogical theorists have addressed the importance of artistic creation
within curricular plans, such as Rosenblatt (1936/1976) and Dewey (1934), but the interpretation
of these tenets have traditionally focused on the “interactive” nature of the artistic process or the
importance of art within a social network, not on a personalized curriculum which attends
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primarily to the needs of individuals.
More recent advances in the theoretical tenets of constructivism may attend to the notion of a
personalized education to a greater extent by acknowledging the importance of “the knower”
within the construction of knowledge, personal empowerment, voice, and nurturance within
instruction.
In gaining knowledge, “Constructivists seek to stretch the outer boundaries of their
consciousness - by making the unconscious conscious, by consulting and listening to the self, by
voicing the unsaid, by listening to others and staying alert to all the currents and undercurrents of
life about them, by imaging themselves inside a new poem or person or idea that they want to
know and understand. Constructivists become passionate knowers, knowers who enter into a
union with that which is to be known” (Belenky et al., 1986).
Other professional fields, such as social work and psychology, have also placed a greater
emphasis on the language arts as a vehicle for emotional release and psychological betterment,
particularly since the development of the concepts and practices associated with “bibliotherapy,”
or the reading and writing of literature for the purpose of self-healing (Shrodes, 1949).
A shift in the tenets and methodologies relating to language arts pedagogies can be found in
the literature of the 1960’s wherein a greater emphasis was placed on personal writing through
practices which encouraged self-expression and consciousness development (Emig, 1964). A
review of recent instructional and professional texts has indicated that this trend has grown,
although conflict remains as to the degree of personal disclosure for emotional benefits that
should be addressed within instruction.
On a rhetorical level, the dialogues associated with the value and usefulness of therapeutic
writing for students and professional writers can be found within the communications of
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pedagogues in higher education who are the instructors and critics of writing. Although some
have acknowledged and accepted the notion of writing for personal and meaningful change
(Teichmann, 1995), and others have recognized that a therapeutic element is present in creative
writing (McFarland, 1993), concerns have been expressed over the possible lowering of aesthetic
standards, the treatment and focus of writing as a work of art, and concepts relating to the
element of universalism which have traditionally been stressed in creative writing instruction,
particularly in the college poetry workshop (Epstein, 1988; Gioia, 1991; Kleinzahler, 1992).
Related to these concepts have been the growth in research and practices associated with the
arts therapies, which have also become more developed in recent years, in such ancillary
techniques as poetry therapy (Mazza, 1994). Mental health specialists have indicated that some
have been attending to pedagogical and aesthetic concerns in clinical settings which use writing
as a therapy (Ivker, 1994; Reed, 1992a, Rogers, 1993). The need for an “integrated thought
system” within professional fields using emotionally therapeutic creative writing approaches was
addressed by Mazza (p. 132) who defined the experimental progress in poetry as a therapy and
outlined a research agenda for its use in future professional practices. Recent literature has
maintained that there are related interests regarding therapeutic writing in pedagogical and
psychological studies, and Brauer (1996) suggested a focus on interdisciplinary approaches in its
use to investigate and bridge related interests in the use of writing as a means to emotional
growth.

Significance of the Study
The significance of this study is that it utilized a structured journal format of writing, a
transpersonal instructional design, which facilitated the composition of genre-specific poems,
while producing a means to establish the patterns of emotions and consciousness states
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experienced by writers engaged in the writing process. It may be a beneficial way for
the subjects to gain more self-knowledge in writing and be a contributor to a greater
understanding and growth within one’s writing. The research may also add to the development of
language arts and arts theory approaches by emphasizing the transpersonal nature of artistic
processing and self-expression within personal writing. Along with this, greater knowledge of
the innate responses to poetry writing may add to theories on the nature of creativity and
learning,ultimately contributing to curriculum designs and practices which would be more
efficient in the classroom.

Research Questions
These three research questions were addressed within the study:
1. Is the Reflective Journal method an effective tool in the poetic writing process?
2. Did the participants feel that the procedures used within the Reflective Journal
methodology facilitate personal development or change?
3. What are the emotions and consciousness states of poets as they write poetry?

Definition of Terms
1. Transpersonal - A psychological approach which integrates many ideologies relating to
human growth. Within this methodology are tenets relating to humanist development besides
the development of higher knowledge. This doctrine focuses on both Western and Eastern
thought systems combined for a holistic schemata involving human potential.

2. Personal Change - A development or growth on the part of the individual that is related to
cognitive, emotional, or physical changes within one’s personal situation or one’s perception

5

that change has taken place.

3. Genre - Distinct types of works of literature which are considered to be different forms of
discourse. Within the field of poetry, these have traditionally been considered the lyric, epic,
and the dramatic forms of poems.

4. Lyric Poetry - The song-like poetry which concentrates on the feelings of the poet and focuses
on the concrete description of detail within short time segments.

5. Epic Poetry - An informative poem which focuses on the narrative or storytelling aspect of
poetry and may describe the occurrences of longer time periods.

6. Dramatic Poetry - A monologue or dialogue type of poetry which one would generally be use
to address and audience in a dramatic or emphatic manner.

7. Reflective Poetry - The summing up of higher wisdom or learning which focuses on a
holistic viewpoint, possibly incorporating all forms of genres.
8. Narrative - The prose or journalistic type of writing which occurs in the realistic telling of
events.
9. Personal Thematic Issue -_An issue of relevance which the writer wishes to address through
writing about it. This issue may be an established negative pattern, a relationship which the
writer may need to address, or an event or series of events which the writer feels is significant
to their own personal growth and development.

Limitations
1. This methodology was developed for adults to use as an individual or within the environment
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of a college writing workshop. If used within a workshop, the atmosphere must be
comfortable and intimate enough that one could freely discuss personal issues. Also,
students must be given the option to share their writing or not to, depending upon the level
of privacy that they wish to maintain.
2. Recent developments are presently questioning and attempting to redefine the levels of
consciousness,therefore, the given consciousness states were inconclusive.
3. Because of the nature of a qualitative research project, this study was limited to the
information that was obtained from the four participants.
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CHAPTER 2: LITERATURE REVIEW

LANGUAGE ARTS INSTRUCTIONAL APPROACHES TO PERSONAL WRITING

Reader Response Theory
A language arts instructional approach which has emphasized the role of gaining personal
meaning through the use of aesthetic and expressionist modes of interaction within a text
through one’s reading and writing experiences is known as reader response theory (Stewart,
1994). This theoretical stance advocates the importance of a reader’s personal interpretation and
reflective responses as they become engaged in meaningful encounters in literature through their
reading and writing experiences. Creative writing within this context has been viewed as a
constructive subjective response based on one’s personal memories of life experiences which
may yield an affective response within the writer. Students are encouraged to share their
affective response about literature and the creative composing of literature which may lead to
new learning as they become involved in the process of creating new meaning (Mayher, et. al.,
1983).
The theoretical beginnings of reader response theory can be found in the tenets of the
transactional theory of reading developed by Rosenblatt (1938/1976) which emphasized the role
of the reader transacting or personally interacting with text materials. Rosenblatt differentiated
between the nature of reading activities within her continuum by defining the focus of the reader
engaged in aesthetic or efferent literary experiences. Efferent reading engagement was viewed as
a means of retaining information and rational conceptual material wherein aesthetic reading
emphasized one’s personal involvement while interacting with texts and the individual’s
qualitative response to the literature.
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Britton (1982) related that the fusion of cognitive and affective processes can be found within
the aesthetic reading response which may lead to a greater personal involvement and a “global
contextualization” or providing guidance to the reader in achieving greater understandings
through higher-level thinking skills such as perception and insight, besides contributing
holistic thought processes found in the literary experience.
Other relevant contributions to reader response theory can in the form of psychodynamic
constructs relating to reading and writing interaction as in those conceived by Bleich (1978) and
Holland (1985). Bleich’s ideology of “subjective criticism” emphasized the subjective nature of
all personal involvement with literature and stressed the importance of acknowledging one’s
feelings in relation to reading interpretations. Holland also viewed the inner nature and reactions
of the self within the literary experience as an imperative factor in deriving meaning from texts.

Discourse Theories on Composing
With the exception of a short period during the Progressive Education years and in the 1940’s
“life adjustment” curriculum after World War II, little emphasis was placed on the role of
creative and personal writing within the language arts until the 1960’s, when a personal growth
writing model was first advocated based on curricular ideologies found in Great Britain and was
known as “expressive” writing (Brand, 1989, p. 19).
The first writing process models which emphasized three stages within the process of
composing were created during this time and outlined the process steps as prewriting, writing,
and rewriting or the similar design of drafting, revising, and editing (Murray, 1968; Rohman &
Wlecke, 1964; cited by Brand, 1989, p. 20). Focusing on writing with a process approach
allowed for the writer to become more attentive to concepts of the self, with less emphasis
placed on writing for an audience, supporting notions on the importance of self-expression
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(Faigley, 1986; Kantor, 1975).
The use of expressive writing approaches were comprised of activities which were more
attuned to personal awareness, such as journaling, construct analogies, and stream of
consciousness writing, known as “freewriting,” (Elbow, 1973) which provided more support for
concepts relating to personal engagement (Britton, 1970; Woods, 1981).
Emig (1971) used a case study approach to investigate the nature of writing on twelfth
grade students and found that it was a recursive process of selecting, defining, and organizing
ideas rather than a linear one. Perl (1979) referred to these strategies as “retrospective
structuring,” in which the writer always proceeded by referring back to the meaning which one
wished to represent. The findings of this study claimed that early attempts to edit writing
“truncate the flow of composing,” and therefore the generation of ideas. She suggested writing
process models in which more attention was given to the development of written content within
the early stages of the process (Zhou, 1994).
Although pedagogues have displayed greater tendencies to use writing process paradigms
within language arts instruction (Hairston, 1982), few researchers or practitioners have related
the role of emotions within the act of writing but rather have stressed the cognitive activities
within his process or rational, left-brain approaches (Noddings & Shore, 1984). Writing models
that have stressed the primary role of cognitive processes (Flowers & Hayes, 1981) have been
subject to criticism by those who seek to define the nature of the affective, imaginative, and
personal within the writing process.
Moffet (1968) attempted to develop a curricular ideology for the language arts based on the
levels of abstraction in discourse which emphasized the importance of the psychological, the
student’s authenticity in writing, and the pertinence of symbol systems. His theoretical tenets
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revealed the complex nature of the writing process which incorporated various affective and
cognitive mental activities in accordance with the mode of discourse.
Others have acknowledged the intricacies and interrelationships of both affective and
cognitive processes within the act of composing and suggested the need for writing paradigms
which depict the holistic processes at work when engaged in the act of composing. Some have
addressed the need for writing models which attend to the notion of greater integration between
discourse modes (Faigley, p.45), besides the importance of personal voices within ideologies
relating to multiple realities (Herrington, 1993) and multiple frames of reference (Anson, 1988).
Development was also found in the pedagogical literature regarding the use of right-brain
imagistic writing techniques which acknowledged the varying levels of consciousness states
while processing text (Emig, 1983; Rico, 1983).
Brand (1989, p.37) attempted to define and interpret the complex interrelationship between
cognitive and affective processes in writing and related that they were “inextricably
interdependent,” as well as being of equal value in the network of mental endeavors present in
the creation of written discourse.

THEORETICAL APPROACHES TO CREATIVE WRITING IN EDUCATION

Aesthetic Education Approaches
The importance of creative educational activities relating to aesthetics was emphasized within
the philosophical tenets of John Dewey who outlined the creation of art as derived from
experiential growth activities (Dewey, 1934). He established a paradigm for aesthetic education
based on interrelating various elements in creative processing such as concepts of substance,
form, expression, emotion, rhythm, and symmetry (Criswell, 1983). These components were
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viewed as a means to engage in aesthetic problem-solving for the purpose of attaining personal
development through artistic engagement. Criswell noted (p. 48) that, according to Dewey,
emotion was viewed as “much more than a psychological phenomenon” but as that which
provided motivation in aesthetic experience leading one toward reflective behavior or
“thoughtful action.”
The ways in which children achieved aesthetic experience was further developed by Bruner
(1966) who proposed that children represented their experiences through the enactive
(craft-making), iconic (imaginative), and symbolic modes. Bruner’s work was primarily
concerned with the child’s transition from the iconic to symbolic representations and the
development of strategies to enhance these abilities. He proposed an educational framework
consisting of a “spiral curriculum” which sought to guide the student towards aspects
of personal self-discovery.
Eisner (1986) examined the role of sensory systems in relation to aesthetic cognition, and he
postulated that sensory systems enlarged the scope of human experience through imagistic or
auditory patterns. As with Bruner, Eisner stressed the cognitive dimensions of aesthetic
processing, with elements of the roles of emotion and affect embedded or implied within the
theoretical framework.
Although the importance of aesthetic endeavors such as creative writing may be significant to
achieving a greater depth of personal experience for the learner, some have addressed the issue
of restraint that has been placed on creative concepts due to traditional curriculums which have
stressed logical and analytical thinking development more than imagistic thinking skills which
may be critical to creative endeavors (Edwards, 1990; Veale, 1991).
This imbalance in brain processing approaches within pedagogies has motivated some
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educators to address the need for a greater “orchestration” of these processes within the language
arts, which acknowledge and address the hemispheric interplay of processing within writing
activities by the creation of instructional approaches which attend to this issue (Klauser, 1986;
Rico, 1983).
Poetry writing activities may be one avenue which has facilitated this interplay to occur in
aesthetic thought processing. As Rossi (1990) stated, “Fine literature and poetry is essentially a
form by which the words of the left hemisphere give voice to the symbols and archetypal
patterns of the right.”

Theoretical Approaches to Creative Writing in Affective Education
The instructional concepts relating to Affective Education involved a curriculum which
advocated the growth of the feelings, emotions, beliefs, values, and attitudes within students
(McLeod, 1992). Although many educators had distinguished these elements as implicit within
their instructional plans or as part of the “hidden curriculum” (Ratcliff, 1994), more direct focus
on these qualities was attended to within this ideology.
The concept of Affective Education came forth in the curriculum experiment designs which
emerged in the 1960’s and was also known as “confluent” or “psychological” education (Brand,
1980, p. 156). This ideology recognized both the affective and cognitive components as integral
parts of the learning process wherein the instructor supported the emotive growth of the student,
and the classroom was viewed as a forum for affective growth related to student
“commonalities” or social issues.
Weinstein & Fantini (1970) revealed that an affective curriculum consisted of a three-tiered
paradigm or three “curricular modes” to be addressed within instruction. The first mode
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involved an information and skills-retrieval base which relayed basic skills, although the
curriculum developers suggested that this stage be individualized and contain programmed
instruction. The second mode was concerned with students’ personal-discovery and with
drawing latent talents and abilities from the learner.” This tier also stressed individualism in
creative activities and personal exploration of interests. Although the third mode “related to the
self and an exploration of self and other,” it stressed group-inquiry procedures relating to societal
issues and problems, not personal growth associated with the individual.

Theoretical Approaches Relating to Humanist Education and Creative Writing
Related to Affective Education were concepts involving humanism in education which were
formulated in the 1950’s and 1960’s and incorporated elements of mental health practices into
the curriculum (Brand, 1980, p. 32). This ideology stressed psychological growth through the
principles of self-actualization and personal communication. Psychologist Carl Rogers (1961)
addressed psychological approaches in education and suggested therapeutic approaches in the
classroom and its facilitation by the teacher who was urged to show authenticity or “realness,”
unconditional valuing toward students, and empathetic understanding. Other psychologist such
as Jersild (1952), Maslow (1966), and Moustakas (1956) also advocated personal growth
approaches within education.
The language arts classroom was viewed as a particularly rich area for addressing issues of
human growth because of the humanist themes and communicative interactions that may arise
within the engagement of reading and writing activities. As DeMott (1967, p.9) stated:
It is the place - there is no other in schools - the place wherein the chief matters
of concern are particulars in humanness - in individual feeling, human response,
and human time, as these can be known through written expression (at many
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literary levels), of men living and dead, and as they can be discifered by student
writers seeking through words to name and compose and grasp their own experience.
Writing has been viewed as a means of self-discovery through the focus on life themes
and as a means to recovering memories (Jenkinson, 1970). According to Brand (1989, p. 213),
“writing to learn, learning to write by writing, writing as discovery are various affirmations of
the new rhetorical stance which equates linguistic activity (writing, reading, and speaking) with
growth of mind.” These same thoughts can be mirrored in the tenets of Vygotsky (1978) who
related language learning to the concepts of self-discovery and encouraged linguistic activity for
the development of higher-level thought processing.
The humanist concept of achieving personal change or transformation through creative
endeavors was addressed by Dewey (1929, p.45) who stated:
In short, there is a change from knowing as an esthetic enjoyment of the properties
of nature regarded as the work of divine art, to knowing as a means of secular
control....a method of purposefully introducing changes which will alter the
direction of the course of events. Thus, the changed attitude toward change to
which reference was made has much wider meaning than that which the new
science offered as a technical pursuit. When correlations of changes are made the
goal of knowledge, the fulfillment of its aim in discovery of these correlations is
equivalent to placing in our hands the instruments of control....to what is finished,
complete.
Hyslop (1910) related that “change represented the synaptic as the source of all investigations
into causes” (cited by Boyce, 1995), and Hayakawa & Hayakawa (1990) proposed that language
is a mechanism by which an individual may achieve progress in their thinking and behavior.
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Writing has been found to aid in personal change by promoting problem-solving behavior
(Young, 1970), fostering positive changes in personality (Denman, 1981), encouraging
self-knowledge (Rich, 1972), and advancing levels of consciousness (Roberts, 1981).
Central to Vygotsky’s (1978) tenets were ideologies which stressed that growth in language
and linguistic activity allowed the individual to make new and greater models of meaning.
Language arts pedagogues have suggested that writing may allow for a greater sense of knowing
(Berthoff, 1981), allow for diverse states of consciousness (Emig, 1982), and may lead to larger
meanings through factual writing (Macrorie, 1980).

Theoretical Approaches of Constructivism and Creative Writing
The concepts of self-discovery, personal change, and making meaning may relate to the
theoretical tenets of constructivism in education which, although challenging to define because
of it multifaceted nature, acknowledges the principles of constructing personal meaning through
past construction, ideologies of invention, processes of assimilation and accommodation, besides
promoting concepts relating to reflection and resolution (Fosnot, 1989; Meadows, 1997).
Within a constructivist framework for education, an emphasis has been placed on the
personalizing of instruction for individual growth. Gardner (1993) distinguished between the
interpersonal and the intrapersonal by identifying them both as forms of “intelligences” in which
both were viewed as abilities to be promoted within students.
The role of emotion in connection with intelligence was also addressed by Goleman (1995)
who discussed the curricular development of “emotional intelligences,” which stressed the
facilitation of student qualities involving concepts of “self-control, zeal, persistence, and the
ability to motivate oneself.” Although these attributes conceptually relate to the growth of
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personal self-discipline which one might distinguish as being of an interpersonal nature,
Goleman (p. 92) also recommended a “flow” model for education in which students entered
consciousness “zones between boredom and anxiety” while they become deeply engaged in
creative processing.
Distinguishing and defining the “flow” state can be attributed to the psychological concepts
put forth by Csikszentmaihalyi (1990) and Gendlin (1981) who advocated the development of
consciousness states through the use of “felt sense” and the making of personal meaning through
the meaningful engagement in activities. Related to this is the work of Polyani (1966), who
endeavored to describe the “tacit dimension” or the “tacit knowing” through body/mind silent
interpretations.
Within the tenets of constructivism, emphasis has also been placed on a variety of “ways of
knowing,” which was originally conceived of as a feminist theory approach. Belenky, et al.
(1986) outlined these as: Silence, Received Knowledge: listening to the voices of others,
Subjective Knowledge: the inner voice and the quest for self, Procedural Knowledge: the voice
of reason and separate and connected knowing, and Constructed Knowledge: integrating the
voices.
Constructivist approaches within the language arts have also advocated a more personalized
approach to educational activities. Goleman addressed the incorporation of “emotional literacy”
lessons which pertained to societal problems or the interpersonal in topics involving student
drug use, eating disorder, and depression (pp. 239-255). Trzyna & Miller (1997) used a case
study approach to promote “transformation” within a student in terms of the development of
reflective dialogue, power within voice, and “a connected way of knowing.”
Other pedagogues, such as Bump (1995) have encouraged more emotional behavior in
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students, or the ability to “feel, identify, and articulate” within English classes. Some have
attested to the usefulness of discussing emotive experiences within a group, as in Berman (1994)
who stated, “Effective teaching is ...affective teaching...classroom discussions of literature
awaken emotions within the teachers and students alike - love, hate, passion, jealousy, fear - and
these emotions cannot be relegated to ‘guidance counseling.’”
West (1985) attempted to create a constructivist writing model which examined the functions
of expressive writing using a process approach. Her model depicted writing as a
meaning-construction activity, a “hierarchal structuring of anticipatory schemata to create a
meaning structure,” wherein the text functions as a source of sensory data which is part of the
individual’s interpretation within the perceptual cycling process. This process is one in which
the writer seeks “increasing resonance between anticipatory image and the written text.” The
anticipatory image was seen as constructed of the personal images, memories, and feeling which
are inherent in the writer’s experience.
This writing paradigm stressed the importance of feeling within meaning-making activities
and the intrinsic processes of the writer, besides the flexibility and synthesis of both expressive
and rhetorical functions within varying levels of consciousness. The integration of discourse
modes and affective/cognitive processes allowed for the paradigm to become one in which “a
developmental model flows into a process model, which continues in some ways to be
developmental.” This constructivist design emphasized the importance of “explicit personalness”
and individual perception within expressive writing rather than the communicative or
rhetorical aspects of composing.

Theoretical Approaches in Transpersonal Education
Several transpersonal psychologists, practitioners in a field which combined humanist
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theories and consciousness state studies such as meditation, addressed several methodologies
which were related to the field of education. Abraham Maslow, one of the founders of
transpersonal psychology, developed his hierarchy of human needs which led to selfactualization or “the emergence of one’s true self in some form of creative expression”
(Hendricks & Weinhold, 1982). The order of his schema of needs from top to bottom was: the
physiological, safety /security, love/belonging, self-esteem, and self-actualization. Yet, in his
later years, Maslow redefined his paradigm within a new hierarchy consisting of: the
physiological, the ego, self-actualization, and transcendence. The transcendent experience was
viewed as one in which there was an expanded sense of the self which has grown from selfactualization, and its promoters sought to develop methodologies which dealt with processes to
change feelings, thoughts, and behaviors.
Murphy (1969) attempted to define the ingredients of a transpersonal approach within
curriculums and related that it would require more focus on perceptions, feelings, a greater
emphasis on personal meaning, self-awareness, group work, and the facilitation of “peak
experiences.” Maslow (1962) defined the “peak experience” as one in which there is a
“disorientation in time and space,” wherein the participant is totally absorbed within the moment,
emotions are highly positive, and perception is heightened to achieve personal growth.
A transpersonal approach to education was also postulated by Clark (1973), which further
defined the primary objectives within such an methodology. An emphasis was placed on the
discovery of inner truths, humanistic instruction, extrinsic and intrinsic development, the
body/mind connection, the dangers of self-deception, balancing knowledge with intuition, and
the facilitation of the intrapersonal within educational practices.
Although transpersonal approaches were only used on a very limited basis during this time,
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Hendricks & Fadiman (1975) outlined a curriculum design for its tenets based on the promotion
of “Feeling and Being,” which suggested the teaching of fantasy, meditation, mind/body
awareness, mental development, and transpersonal communication skills.
Boucouvalas (1980) sought to define a working outline of the field and stated that a
transpersonal educational plan was “based on the fundamental premise that every individual has
the capacity for achieving far beyond what we now think possible,” and primarily should “bring
about a balance” toward the greater fulfillment of knowledge and wisdom.

PSYCHOLOGICAL APPROACHES TO CREATIVE WRITING
Freudian Theory
Freud greatly influenced psychoanalytic practices by attempting to define the structure of the
psyche and its innate processes. He viewed the mind as being composed of three basic
components: the id, or the unconscious processes, the ego, or rational consciousness, and the
superego, or the mediator between these two processes (cited by Graham, 1995). Emotions,
personal insights and primitive urges and ideologies were thought to arise from the chaotic
nature of the id attempting to influence the ego consciousness which was sometimes hindered by
mechanisms which protected the ego from disruption, setting the mind in conflict. This process
was known as “repression,” which could lead to problematic thinking or emotional symptoms
(Garner, 1993). The alleviation of symptoms was thought to be brought about by bringing the
disturbing thoughts to preconscious and conscious awareness so that understanding could be
achieved. As Graham (p. 28) stated, “Freud thus conceived of mind as a structure at war within
itself, and advocated introversion, or looking inwards, as a means of achieving balance between
the conscious and unconscious and resolving this conflict or dis-ease.”

20

Freud viewed the creative artist as being more capable of using unconscious thoughts arising
from the psyche (Melrose, 1989). He related that creativity may come forth from repressed
sexual energy or be associated with neurosis but allowed for the artist to contribute to society in
a positive fashion. His procedures emphasized the rational and scientific (Hoffman, 1967) and,
although he attempted to understand creative thought processes, stated that “the nature of
artistic attainment is psychoanalytically inaccessible to us,” (cited by Garner, p. 24).
Freud investigated the nature of dreams and the poet, besides regarding writing as a means to
access the unconscious. In The Relation of the Poet To Daydreaming (1908/1927), he attempted
to describe the writer’s nature:
Now the writer does the same as the child at play; he creates a world of phantasy
which he takes very seriously;....he invests it with a great deal of affect, while
separating it sharply from reality. Language has preserved this relationship
between children’s play and poetic creation....So when the human being grows up
and ceases to play, he only gives up the connection with real objects; instead of
playing he then begins to create phantasy. He builds castles in the air and creates
what are called daydreams.
In her personal psychotherapy with Freud, the poet Hilda Dolittle commended him on his use
of “the flow of associated images” and related that “he would stand guardian, he would turn the
whole stream of consciousness back into the useful, into irrigation channels,” (cited by Holland,
1973). Freud not only provided poets in the early twentieth century with a “new and compelling
vocabulary” to describe the workings of the mind (Sword, 1995), but felt that they could reach
“deeper truths” by reaching repressed thoughts through cathartic practices (Blades & Girault,
1982).
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Jungian Theory
Although psychologist Carl Jung was originally a collaborator of Freud’s, he later developed
his own concepts regarding the nature of the psyche, incorporating spiritual elements of the
mind into his theory and practice. In Jung’s viewpoint, emotional healing was related to the
“magico-religious traditions” concerning matters of the growth of the soul (Graham, p. 31).
As Freud did, Jung envisioned the dimensions of the psyche as a construct of three parts: a
conscious mind, a personal unconscious for emotions and memories, and deeper within the
unconscious, a collective unconscious which held primitive images and energies called
“archetypes.” These were perceived as being symbols or images which were universal in nature
and contributed to one’s perceptions through metaphoric thought and personal myth-making
(Wheelright, 1954).
Central to Jung’s paradigm was the notion of “active imagination” processes within the
unconscious, in which an individual could engage in interactive thoughts between the
personified images within the unconscious and themselves (Rowan, 1990). This non-linear
imagistic material was thought to contribute to conscious thought and action, and was brought
forth by a technique called “amplification,” or the use of metaphoric analogies found in images
(Stewart, p. 25). This procedure was viewed as a means to integrate thoughts so that a balance
could be achieved between linear and non-linear thought processes (Graham, p. 35)
Jung’s views on the processes involved in artistic creation differed from Freud’s in that he
perceived creativity to be a natural and universal act leading to human growth, as opposed to it
as a means of remedying neurosis (Brand, 1980, p. 55). The psychological processes involved in
literary creation were thought to arise from the innate urges of the collective unconscious
(Ziegler, 1975), and were representative of expressions from that realm (May, 1975) which
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produced a focused result.
In On the Relation of Analytical Psychology to Poetry (1922/1972), Jung explained that the
unconscious processes of the psyche led to poetic inspiration and that poetry writing gave these
images form (Leonard, 1989). The symbolic language of poetry was perceived as a
representation of humanity’s collective unconscious which could stimulate the reader’s mind by
the use of primordial or archetypal forces (Bodkin, 1978), and support emotional healing by
impacting the reader affectively or on a cathartic level.
Jungian therapist Otto Rank (1932) stressed the role of the artist engaging in creative
activities as a means of “rebirth” in which art represented the hero’s journey to transformation
(Progoff, 1973). An early advocate of feminine psychology, Rank stressed the role of “willful
confrontation” with paradoxical experiences as a means to gain spiritual insight and growth.

Behaviorist Theory
The tenets of behaviorism have typically viewed human behavior as a response to
“environmental stimuli by way of conditioned reflexes,” (Graham, p. 44). The patterns involved
in stimulus-response reactions were thought to include all aspects of mental processing including
the artistic and spiritual modes of the mind, relating these to “verifiable physical and
physiological ones,” (Brand, 1989, p. 43). Psychological difficulties were viewed as behaviors
which could be alleviated by retraining methodologies.
Although little consideration was generally given to the qualitative nature of affective
processes, procedures such as systematic desensitation and emotional flooding related to
imagistic consciousness (Wolpe, 1969).
In his On Having A Poem, B. F. Skinner (1972) explored the nature of poetic thought and the
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poet. He stated:
A poet is...a locus, a place in which certain genetic and environmental causes
come together to have a common...effect...Bits and pieces occur to the poet, who
rejects or allows them to stand, and who puts them together to compose a poem.
But they come from his past history, verbal and otherwise, and he has had to
learn how to put them together...And because the poet is not aware of his
behavior, he is likely to attribute it to a creative mind, an “unconscious” mind...
or a mind belonging to someone else - to a muse...whom he has invoked to come
and write his poem for him.

Humanist Theory
Humanist ideologies and models such as those of the hierarchy of self-actualization needs for
the meeting of human potential as proposed by Maslow, and the emphasis on “becoming” and
being personally genuine which was put forth by Rogers, contributed to changes in
psychoanalytic practices (cited by Goble, 1970). The practices of humanism focused primarily
on “consciousness, subjective experience, feelings, imaginations, dreams, fantasy, personal
responsibility, powers, and potentials (Graham, p. 48). As Maslow stated, “What we are blind
and deaf to within ourselves, we are also blind and deaf to in the outer world, whether it be
playfulness, poetic feeling, aesthetic sensitivity, creativity or the like.” (cited by Rico, 1991,
p. 168).
Incorporating the dramatic arts into psychotherapeutic practices was first stressed in this
century by Moreno (1945) who advocated a concept known as psychodrama, which encouraged
individuals to act out difficulties using self-expression in hopes of coming to new understandings
(Gladding, 1992). Moreno’s process of “tele” supported the notion that catharsis, insight, and
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personal change could occur through dramatic enactments.
Fritz Perls was also instrumental in establishing Gestalt therapy, which stressed “creative
process” and incorporated dramatic dialogues and expression methodologies into
psychological processes. He emphasized the importance of identifying and integrating diffused
parts of the self to achieve a “personal synthesis or gestalt” leading to individual holism, tenets
which were absorbed into mainstream psychology (Graham, p. 48).

Transpersonal/Integrative Theories
Wilbur (1980) related that transpersonal psychology is concerned with the embodiment of
various psychoanalytic practices for human betterment. This field has stressed the
interrelationship of emotions to cognitive functions and states of consciousness relating to
Eastern mysticism and Western dynamics of human betterment. Maslow (1968) was instrumental
in the development of transpersonal approaches with his creation of Theory Z, which advocated
a moving forward to “transcendence” for the self-actualized personal.
Boucouvalas (p. 43) outlined various goals for the individual engaged in a transpersonal
approach: personal commitment to self-discovery, the ability to use and transcend logic, the
development of both intuitive and rational faculties, the development of well-grounded, strong
ego with love for the self and others, the ability to go beyond one’s person or to yield ego
control, the recognition and trust of inner impulses toward concentration and relaxation, the
avoidance of “spiritual materialism,” and the integration of transpersonal experiences with
everyday life and social roles.
Unfortunately, the development of the arts was not directly addressed within the original
tenets of transpersonal psychology because of the philosophical ideologies that were associated
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with meditation practices, which was advocated within this branch of psychology. Goleman
(1971) explained, “From the perspective of normal consciousness, the Expressive Way is
unquestionably a range of extraordinary mental states, but....these are not, strictly speaking,
meditative states. It may be, in fact, that the Expressive Way is inimical to the attainment of
mindfulness, since by acting out every impulse one may reinforce patterns of thought and
desire, strengthening these habits of mind so as to enhance their power to hinder transcending the
sphere of thought. ...meditation is exactly opposite: the conscientious denial of expressing
impulse in action. A possible alternative effect..is..spontaneous renunciation - brought about by
consciously living through all one’s desires.”
Nonetheless, transpersonal psychology’s acknowledgement of altered states of consciousness
did lead to a focus on the ecstatic states, which Maslow referred to as the “peak experience,”
wherein perception was heightened, experience was viewed holistically, and in which “many
dichotomies, polarities and conflicts are fused, transcended, or resolved,” (cited by Murphy,
p. 25). Laski (1961) found in a research study that the “triggers” which set off transcendent
ecstasy in people were “natural scenery, sexual love, child-birth, movement, religion, art,
scientific or poetical knowledge, creative work, introspection, and beauty.”
Congruent with the body/mind connection stressed in transpersonal psychology were
Polyani’s (1969) “tacit knowing,” or innate understandings which arise from the body and
consciousness, Gendlin’s (1978) “felt sense,” or bodily processes which unified thought, and
Csikzentimhalyi’s “flow” experiences or the depth process which may accompany creative
endeavors (p. 117).
The felt sense that writers experience was examined by Newkirk (1986), who proposed that
reflective pausing occurs within the act of writing, which may essentially be a need in poetic
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utterance (Tsanoff, 1949). Rose (1985) described the flow experiences of students engaged in
the writing process as being deeply pleasurable due to the intense personal involvement and
inner focus which may accompany the act of writing.

THE CREATIVE PERSONALITY

Characteristics of the Creative Personality
Barron (1968) researched the characteristics of creative individuals and discovered that they
possessed twelve basic characteristics when compared to less creative people. Creative
individuals were found to: 1. be more observant 2. express partial truths 3. make observations in
both similar and dissimilar ways 4. be independent thinkers 5. be motivated by their values and
talents 6. have various ideas at the same time 7. have higher degrees of being physical and
sexual 8. live more with complexity 9. are more aware of unconscious motivations 10. have
enough ego strength to regress and then return to a normal state 11. sometimes allow the
distinction between subject and object to disappear and 12. view creativity as a function of
freedom which served them.
Schimek (1954) also studied the nature of highly creative people and found them to be fluent
verbally, curious, independent, less concerned about the opinions of others, less gregarious, less
conventional, experience inner processes, and be more open to discussing their fears (cited by
Melrose, 1989).
Creative subjects have also displayed that their intelligence is above average, and they
achieved above normal scores on the Terman Concept Mastery Test, which tested for word
knowledge, general information, and reasoning ability (MacKinnon, 1978).
In an early study conducted by Cox (1926) which compared the characteristics of creative
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achievers and leaders, it was found that young creative achievers were less inclined to be
socially involved, displayed more independence, and were more inclined to become involved in
intellectual rather than physical activities.
MacKinnon (1975) found that in the Myers-Briggs Type Indicator (Myers, 1962), highly
creative people displayed higher intuition scores over those of sensation, were perceptive rather
than judgmental, and indicated tendencies toward introversion. Barron (1968) found that the
nature of creative people was more complex and that they displayed more tendencies toward
mental illness, although they also displayed more ego strength and the ability to recover from
mental illness.
In studies addressing the psychological nature of the creative personality, writers revealed
that their childhoods were primarily unhappy and lonely. In overviewing studies
on the early beginnings of creative individuals, Ochse (1990) related that creative people “were
typically rich in opportunity and encouragement to achieve intellectually, but poor in emotional
comforts.” He also related that precocity was shown in the childhoods of creative individuals
and that this quality was sometimes concentrated in certain situations.
The incidence of mental disorders among creative achievers was found to be higher than
those in the general population (Andreasen & Cantor, 1974; Karlsson, 1978). In a 26-year study
involving over 5,000 interviews, Juda (1949) found that schizophrenic tendencies were three
times higher than in the general population for creative artists, and manic depressive tendencies
were ten times higher within creative scientists. Non-psychotic neurosis was found to be twice as
frequent in artists than among scientists, and manic depressive tendencies in their families were
higher for both the artist and the scientist. In a later study comparing twentieth century leaders
and creators (Goertzel, et. al, 1978), it was found that 9% of both populations had serious mental
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illnesses, some had committed suicide (2%), and others had attempted to commit suicide (3%).
The majority of the suicidal personalities had exhibited serious manic-depressive tendencies. The
statistics indicated that these figures were higher for creators than for leaders and higher for
creative artists than for creative scientists.
Becker (1983) postulated that the behavior of creative people can be attributed to their
eccentricities rather than pathological illness, and Nicholson (1947) suggested that the creative
personality may be more prone to admitting their difficulties than non-creative people. Others
have related that being creative and engaging in creative activities may be seen as an outlet for
inner difficulties (Richards, 1981; Storr, 1983). Roe (1953) postulated that creativity allowed for
one to control problems and anxieties by encapsulating them in artwork, and allowed for more
focus and energy directed toward creative endeavors.
Although creative individuals sometimes displayed higher degrees of emotional instability,
they also showed higher scores in personal ego strength or the ability to exhibit self-control than
non-creative individuals (Cattell & Butcher, 1971). Ochse (p. 293) related that creative achievers
tended to be more constructively critical, less contented and satisfied than others, more
conscientious and ambitious, and have higher goals to aspire to.
Research has indicated that creative individuals may be more willing to engage in inner life
processes (Barron, 1953), besides being more prone to unconscious and preconscious mental
states (Wallas, 1926). Storr (1983) related that creative people have more mental experiences
than ordinary people can share or understand and that they may more often allow unconscious
processes to be accessed (Kubie, 1943). They may also be more prone to deliberately induce
altered states of consciousness to promote inspirational thought (Kubie, 1958; McKellar, 1957).
Creative individuals were also reported to more easily hypnotized than others (Aston &
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McDonald, 1985), to have greater recall of their dreams (Hudson, 1975), and to engage in more
fantasy activity (Lynn & Rhue, 1986).

The Psychology of the Poet
To define the poet is as an elusive muse as the defining of poetry itself. According to Rich
(1994), poets are “the voice of those who are generally unheard” who witness social and
personal events and express emotive language on their observations concerning the world and
the self.
Gorlick (1989) recommended that when poetry is used in a therapeutic sense, various aspects
of the self should be addressed within poetic disclosure: the private self, the social self, and the
self in the world. This transposing of various aspects of the self and one’s personal history may
allow one to gain multiple perspectives on personal thematic issues and the nature of the self.
The tendency toward self-disclosure in poetry writing may be most apparent in what has been
termed “confessional” poetry or poetry that has examined the self and “that aspired not to
aesthetic excellence so much as to the total honesty of the psychiatrist’s couch or...the church
confessional,” (Bawer, 1995). According to Phillips (1973), although many confessional poets
focused on personal issues of anguish within their poetry, this act may be viewed as more of an
effort to face personal truths than being an indication of mental illness, and expressing pain
through poetry may be a tradition in many cultures.
Although confessional poetry may represent the marginal and may sometimes address
forbidden subject matters, it may also be viewed as a means to arrive at personal and societal
truths and can be found historically within the poetry of Anne Sexton, Theodore Roethke, Sylvia
Plath, and Robert Lowell, among many others (Czach, 1995).
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Jaskowski (1987) postulated that there may be two conflicting viewpoints of the poet’s role
within society, that of the poetic “artisan” and the poetic “genius.” The artisan may be viewed
as a craftsperson who creates an artistic object with little input from inspirational or spontaneous
forces. Their poetry may represent the lyrical, be consciously shaped, and display more universal
concept.
The poetic genius may be more representative of the bards found within historic traditions,
wherein the poet wrote from divine inspiration or metaphysical experiences, with more
attunement into unconscious forces such as dreams or evoking the Muse.
Plato and Aristotle both commented on the association between madness and poetry. Many
attributed the seeming madness related to the writer, the artist, and the visionary to the concept
of “genius,” individuals whom were viewed as exhibiting eccentric behaviors. Lombroso, an
early psychologist and well-known theorist, also stated that “genius is one of the many forms of
insanity” (Cited by Wittkower & Wittkower, 1963).
Society may be one contributor to the eccentricities that are sometimes attributed to the
artist (Rodenhauser, 1994). Allowing for the artist to be considered as unique and in isolation
may be a trend within society which fosters the protection of art, not the protection of the artist.
Because of cultural expectations and the labeling of qualities within stereotyped viewpoints of
artists, such as in the image of the suicidal artist which emerged in the 18th century or
engagement in insane behaviors and thoughts, psychological difficulties which may be ignored
to protect creative talent.
The negative societal labeling of the artist may be attributed to the artist’s need for reflective
thought which may be viewed by some as antisocial or withdrawn behavior. Poets may avoid
relationships because they are engaged in creating their art through the writing process
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(Hatterer, 1965).
Berger (1973) explained the societal rejection that can sometimes affect the poet:
The poet, through the exploration of his own inner space and time, becomes a
specialist in those inner experiences called dreams, images, visions, reverie,
memory, and hallucination. This is why the poet has always had affinity for
both the child and the madman - both victims of the denial and repression of
self fostered by family, school and society.
Rodenhauser (1994) attempted to investigate the association between creative temperament
and clinical disorders and found that, although there were parallels, the poets struggled to
“explore their inner and outer realities, often simultaneously,” and that the poet “not only
distinguishes between psychic and external reality but has the talent to use the energy
synergized at the interface.” This tendency of the poet to view reality from different states of
consciousness may allow for a sensitive balance to occur in which the poet assumes the role of
both participant and observer.
The creative processes found within the poet may suggest to some that the artist is mentally
unstable if volatile emotions accompany the creation of art, yet these actions may relate to their
“profound awareness and sensitivity to the world,” qualities that may be found within many
talented artists (Hatterer, p. 23).
Jamieson (1993) stated that there may be a relationship between mood disorders and
creativity wherein the disorder may lead to greater creative processes. The poet may examine
issues of life and death, and dark emotions may accompany the experience. Berger (1988)
quoted Elizabeth Kubler-Ross (1975) as saying, “No great poet has existed who failed to
dedicate some of his most beautiful verses to death. And all of them touched the deepest secret
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of life while talking about death.” Poets who have committed suicide, such as John Berryman,
Sylvia Plath, Anne Sexton, and others may also have contributed to the associations of death
images with the poet.
The artist who experiences tendencies toward depression may counter these by the use of
self-expression and the creating of beauty (Hatterer, p. 22). In many instances, the sufferings of
the poet may be viewed as real, and self-analysis is seen within the documentation of poetic
writings. Wells (1962) outlined the depressions that were encountered by Emily Dickinson in
several periods of her life which resulted in her need for almost total seclusion within her home.
Moder (1986) examined the mental struggles of Gerald Manley Hopkins and found evidence of
guilt, mood swings, and other psychological difficulties.
Other poets may vividly describe their upsets, such as the 18th century poet William Cowper,
who stated, “I was struck....with such a dejection of spirits as none by they who have felt the
same can have the least conception of. Day and night I was upon the rack, lying down in horrors
and rising in despair,” (cited by King & Ryskamp, 1992).
Crammond (1995) examined the incidences of overlap in the characteristics of highly
creative and gifted children and those who had been diagnosed with attention deficit disorder.
It was suggested that some children may be misdiagnosed with attention-deficit disorder because
creative, gifted children may also indulge frequently in imagistic thought.
Rothenberg (1970) discussed tendencies toward anxiety that were found within poets and
related that anxiety was reduced after the discovery of the core messages within poetry in which
“true psychological insight” was gained.
Excessive alcohol and drug use may also contribute to the mental difficulties of poets, which
may provide one with easier access to semi-conscious and pre-conscious thought processes and
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may seemingly add to imagistic thought, although ultimately may do harm to the artist’s work.
In several instances, alcohol and drug use have contributed to the deaths of gifted poets such as
Dylan Thomas, Christopher Smart, Edgar Allen Poe, Charles Baudelaire, Edna St. Vincent
Millay, and John Berryman. Dardis (1989) outlined that, although many American writers had
alcoholic tendencies, far fewer poets were found within this group as compared to writers of
fiction and nonfiction.
The processes involved in the creation of poetry may entail connecting with various levels of
consciousness such as becoming, being, absences of consciousness, remembering, forgetting,
concerns of the soul, and dreaming. Poetic creativity may also suggest that
capabilities be present which include active recall, the replaying of past traumatic events, the
lack of conscious censorship, daydreaming, and free-thinking, (Arieti, 1980).
Underlying the art of poetry-making are the tenets of “poetic license,” to take what is
formulated through reflection and to “search out extremes,” to add mystery and depth to
symbiology or deliver a meaningful message related to vision, fantasy, or reality. Rossi (p. 170)
stated,”On the battlefields of poetry, the war of head and heart is waged daily,” and the poet may
create metaphors for personal conflicts (Rothenberg, 1970).
Czeslaw Milosz (1983), the Nobel prize-winning poet laureate, described the poet as one who
has a “passionate pursuit of the Real,” and by finding truth may discover the mystical knowledge
that may accompany truth.
The psychology of the poet may also relate to the concept of “reality construction” (Blake,
1990), which is an attempt to make sense of the senseless and aspects of self-transformation.
Louise Bogan (1980) addressed the need for personal resolution on the part of the poet:
Poetry is an activity of the spirit; its roots lie deep in the subconscious nature, and
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it withers if that nature is denied, neglected, or negated...A poet emerges from a
spiritual crisis strengthened and refreshed only if he has been strong enough to
fight it through at all levels, and at the deepest first. One refusal to take up the gage
thrown down by his own nature leaves the artist confused and maimed. And it is
not one confrontation, but many, which must be dealt with and resolved. The first
evasion throws the poet back into a lesser state of development which no show of
bravado can conceal. “A change of heart” is the result of slow and difficult inner
adjustments. A mere shift in allegiance, if it not backed up by conflict genuinely
resolved, produces in the artist, as it produces in anyone, confusion and insincerity
(cited by Nelson, 1993).
Mattison (1983) conducted research to distinguish Jungian personality types within poets and
poetry critics and found that they had a significantly higher representation in the introvertedintuitive category, although the bias was shown as stronger in the area of introversion than
intuition. There was also a significant representation among these subjects as being in the
“feeling” category, which relates to poetry as being primarily an act of affective communication.
In a qualitative study on 24 American poets, Wilson (1954) found that the stages of poetic
creativity which were significant included: 1. the selective perception of the environment 2. the
acquisition of technique 3. the envisioning of combination and distillations 4. the elucidation of
the vision and 5. the end of the poem and its meaning to the poet.
Brand (1989, p. 199) took both qualitative and quantitative measures to evaluate student
poets’ changes in emotion during writing and found that they: 1. display positive emotions which
intensified during writing 2. displayed negative passive emotions which weakened as they wrote,
(loneliness, depression, shame, shyness) 3. displayed that their negative active emotions (anger)
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resisted change 4. felt more relieved and satisfied after writing 5. displayed more negative active
emotions during composing than other types of writers (both professional and student poets)
6. displayed weakened anxiety after writing 7. felt more in control during self-sponsored writing
and had more negative in writing that was required 8. displayed intensified negative and positive
emotions (equivalent) during self-sponsored writing 9. felt more anxious and frustrated when
writing at home but also experienced deeper decreases in those emotions. The poets also reported
feeling more relieved, less confused, more surprised and satisfied 10. felt more surprised, less
relieved, less confused, and less anxious when they engaged in structured exercises as opposed to
free-writing.

THE FACILITATION OF CREATIVE THOUGHT WITHIN THE LANGUAGE ARTS

The Personal Intelligences
When Gardner (1993) devised his schemata of levels of intelligences, he pointed out the
importance of both the intrapersonal intelligence, or the ability to understand one’s feelings and
motivations, and the interpersonal, the ability to understand the feelings and intentions of others.
In a study of exemplary teachers, Collinson (1996) found that these teachers shared professional
intrapersonal, and interpersonal knowledge along with content area knowledge.
Oldfather and Dahl (1995) attempted to apply the personal intelligences to the language arts
by creating a theoretical model of social constructivism which was a reconceptualization of
intrinsic motivation for literacy learning. Their paradigm stressed the importance of holistic
education and was comprised of the following dynamics:
1. Domain: Classroom Culture - emphasis on the honored voice, sharing the ownership of
knowing, gerative literacy curriculum, supportive social structures.
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2. Domain: Interpersonal - emphasis on the constructing of meaning, self-expression, learning
from others.
3. Domain: Intrapersonal - emphasis on competence, self-determination, personal and social
visibility, and epistemological empowerment (respect for one’s processes of constructing
meaning).
With the use of the intrapersonal in writing instruction, of great importance is the use of one’s
inner speech to create meaning. Mead (1934) relayed that the creation of meaning came from the
use of a reflective consciousness state which addressed the self. In overviewing the work of
Luria, Vocate (1987) claimed that his tenets proposed that self-awareness can only be made
possible after the symbolic linkages of inner speech have made nonegocentric connections of the
self within society. These inner utterances are the result of “implosive transformation processes”
which allows symbolic thoughts to make associations between concepts and allows for the
making of new symbolic meaning. Vygotsky (1962) also recognized that inner speech processes
led to preparation for socialization, self-regulation, and as a preparing device for action.
Berk (1990) found in a research study of elementary children that those that engaged in “private
speech” displayed greater self-control and attention to seatwork tasks.
Writing, and particularly within the highly symbolic writing of inner speech found in poetry,
may generate new meaning by the engagement in “retrospective structuring” as Perl (1987)
outlined, in which the writer constantly experiments with inner speech processes to return to
one’s meaning.
Sharing one’s writing in an interpersonal environment such as the writing workshop may lead
to the creation of greater meaning. Vocate (p. 183) devised a circular model of this process
wherein expressing one’s communications leads back to inner speech which provides for more
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new meanings found in words and thoughts. Therefore, greater symbolic meaning is found by the
interplay of both intrapersonal and interpersonal communication processes.
This viewpoint coincides with the theoretical tenets of Bakhtin (1981), who postulated that
literary meaning is not created primarily through words or texts but by the use of an “ideological
bridge” which is shared through dialogue.

The Use of Imagery
The emphasis of the use of imagery in creation of poetry and other artistic endeavors may
allow for the student to become engaged in psychological processes which have the potential to
impact them substantially. Through imagery one may express the “attitudes, strengths, and
conflicts” of the subject, make use of symbolic material, and allow the mind to unite conscious
and unconscious process for the purpose of personal liberation (Sheikh, 1983; Watkins, 1984).
Several educational theorists have addressed the importance of imagistic thought in
methodologies and procedures. Montessori (1912; 1917) stressed imagistic organization and
focus of sensory information associated with the physical qualities of objects, people, and
concepts. She proposed that this organization led to higher-level thinking skills related to
categorization within\ abstract thought.
Steiner (1964; 1968; 1972) felt that educators must present images to aid in the
conceptualizing of ideologies, particularly in relating images of nature to life processes and the
interaction of nature within imagistic procedures.
Two types of imagery was distinguished by Piaget (1980) which included representational
imagery, which was seen as being static in nature, and anticipatory imagery, which incorporated
transformative qualities within the imagistic material (cited by Speidel & Troy, 1985).
The use of imagery has been seen as serving two functions within education: for the
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representation of sensory information and for the development of problem-solving skills
associated with creative thinking. More stress has been placed on its use as an encoding or
mnemonic device than attention to its creative function within the development of creative
thought systems (Speidel & Troy, p. 32).
Ley & Kaushansky (1985) related that the lack of imagistic research on educational
ideologies concerning “things holistic, imageable/visual, intuitive, creative, and artistic” can be
attributed to societal trends before the 1970’s which emphasized left brain processes and rational
thought activities. Sommer (1978) also referred to the lack of imagistic educational techniques in
his concept of “the senseless school” in which he stated,”..the school, more than any other
institution, is responsible for the downgrading of visual thinking.” Although the imaginative
child may be “more receptive to vicarious learning,” more able to learn from others, more
adaptable to change, and more likely to exhibit self-discipline (Sheikh, 1983), trends in
education have led to a “visual neglect” in the use of imagistic techniques within learning
institutions, which has led some pedagogues to promote these concepts through the use of
“visual literacy” practices (Walker, et. al.,1984), or in the use of balanced or whole-brain
approaches (Ley & Kaushansky, p. 97).
Galyean (1985) related that guided imagery techniques have four purposes which facilitate
the individual: personal focusing, guided cognitive imagery within academics, affective
development, and transpersonal development which incorporates various states of consciousness.
She proposed that there are six basic steps in the guided imagery process: that of relaxing/
centering, focusing, muti-sensing, imaging, communicating, and reflecting/interpreting.
Empirical research has indicated that the use of guided imagery has been used for a variety of
purposes and on various levels within education. With the use of imagery, both elementary and
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secondary students were shown to improve in concepts of self-esteem and academic
improvement (Elligett, et. al; 1982), displayed gains in social studies content achievement (Groff
& Render, 1982), and combined with stress-reducing techniques, allowed students to perform
better in a variety of academic, physical, and emotional tasks (Toomin, 1982). Greenwald (1984)
found that when students were given a rational/emotive treatment combined with imagery
techniques, they showed greater gains in rational thought processes. Imagery also contributed to
greater gains in creative thought processes (Edwards, 1980). The problematic behavior of
students was also addressed by Reid (1980) who developed a visual imagery paradigm (VIP)
based on the ideology that new learning is dependent on visual imagery in which students are
encouraged to change problematic habitual behavior and accomplish new goals.
Worley (1994) related that the use of imagery combined with language arts activities
represented a “visualization-verbalization loop” which constituted a unique interrelationship of
personal involvement. The combined use of these two modes may provide one with a bridging
affect that unites affective response, cognition, and engagement (Fleckenstein, 1994).
When learning to read, both first-graders and junior high school students attained a greater
incidence of letter-sound recall and retrieval with the use of visual mnemonic techniques
combined with reading instruction (Ehri et. al., 1985; Peters, 1983). Mental imagery was also
found to aid in processing text and enhancing student reading comprehension (Sadowski, 1983;
1985). The use of imagery may also aid in the gaining of inferential meaning which results from
making “connections in the verbal and imaginal system,” activating both cognitive an
communication processes (Sheikh, p. 305).
The use of imagery may be a fostering agent of aesthetic and emotional engagement within a
text while providing for a holistic experience (Fleckenstein, 1992), besides serving as a
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psychological “trigger” which evokes emotions within the reader (Aylwin, 1985; Plutchik,
1984), while allowing for personal emotional involvement within the text (Sadowski, et. al.;
1988).
In terms of the relationship between imagery and writing, verbal systems are interpretive of
visual/spatial systems (Roskos-Ewoldsen, et. al.,1991), and these systems are united with the act
of writing. For this reason, some language arts educators have suggested the use of linking
strategies such as imagery games, mind-mapping, the use of photographic images combined
with writing, free association techniques, and associative clustering exercises (Elbow, 1981;
Rico, p. 43; Emery & Sinatra, 1983).
Imaging techniques combined with writing may also lead to a greater facilitation of personal
story-telling within students. Parallels exist which have established that imagery construction is
similar to story construction (Hyman & Neisser, 1991).
As Leguin (1990, p.18) stated:
The great writers share their souls with us - “literally.” It takes place in “the
imagination” which I take to be the meeting place of the thinking mind with the
sensing body. What is imagined isn’t physically real, but it feels as if it were...This
illusion is a special gift of narrative.
Cassier (1925, p. 90) also discussed the role of the image in finding personal truth:
The word emerges in its own specificity in it’s purely significant function. And
art leads us to still another stage of detachment...Here for the first time the image
world acquires a purely imminent validity and truth...This for the first time the
world of the image becomes a self-contained cosmos...In severing its bonds with
immediate reality, with material existence and efficacy, which constitute the
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world of magic and myth, it embodies a new step toward truth.
Cypert (1987) found that college freshman in composition classes discovered their own
“truths” through language by using two types of memory, “natural memory,” which led to
narrative accounts, and “artificial memory,” which used imagistic functions for the organization
of cognitive schemata. Both of these systems were used to form truth, and image retrieval was
dependent on both words and images.
Fox (1981) studied the poetry-writing patterns of a nine-year old boy and found that he used
vivid mental imagery which he endeavored to match with appropriate words. Jampole, et. al.,
1994 found that with gifted students, imagery techniques enhanced their creativity and
originality. The use of imagery with third-graders was found to provide a significant difference
in the total number of words they would write (Gambrell, 1982).
College writers were studied by Fleckenstein (1994), and it was found that imagery
vividness and emotion was indicated within writers who had a higher degree of personal
engagement. Worley (1994) found that those college students who had received imagery
training were more aware of their visual and verbal processes and in finding connections
between these two processes.

Consciousness Training
Krippner (1972) indicated that there were twenty states of altered consciousness, including:
dreaming, sleeping, hyperalert, lethargic, hypnagogic, hypnopompic, rapture, fragmentation,
hysteric, meditative, regressive, reverie, trance, daydreaming, internal scanning, stupor, coma,
stored memory, expanded consciousness, and normal.
The three modes of consciousness were outlined by Gowan (p. 19) who described them as

42

follows:
1. Prototaxic - A trance state characterized by dominant psychomotor processes and loss
of ego wherein physical signs are apparent.
2. Parataxic - An artistic mode characterized by dominant affective processes wherein
images are formed.
3. Syntaxic - A highly creative mode wherein cognitive processes create symbolism
which allow for greater creativity and control.
Developments in the field of Quantum Psychology have recently attested that one’s
consciousness is relational to trances in many states, that the nature of consciousness is to see
contrasts and differences in states, and there are multiple “selves” and “universes” in which to
gain perspective (Wolinsky, 1991; 1993a; 1993b; Wilson, 1990).
Consciousness state studies have primarily focused on meditation states, or the process by
which images and symbols are made conscious by a still, receptive theta state (Green & Green,
1986). Empirical research has indicated that the use of meditation can foster personality
development (Seeman, et. al., 1972), decrease anxiety (Ferguson & Gowan, 1973), increase
psychological health and self-actualization, increase perceptual ability (Graham, 1974), increase
recall ability (Abrams, 1974), and increase academic performance (Collier, 1974).
Within the language arts, Emig (1964) linked the value of unconscious thought processes to
writing, recommending, focus, concentration on imagery, and spontaneity in writing. Moffet
(1981) also advised meditative processes with writing and reflection on inner speech. Younkin
(1982) suggested meditative approaches as a vehicle for fostering creativity. Perl (1994) used a
suggestive guided writing activity to foster the writer’s “felt sense.” Others have suggested the
“pedagogy of silence,” in which meditative procedures are incorporated into the curriculum
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(Costanzo, 1990; Gallehr, 1994; Moffet & Wagner, 1992; Suhor, 1994).
Research studies using meditation approaches with writing was conducted by Rohman (1965)
and Tashlik (1975) in which discursive meditation, or the use of guided questions, was used
throughout the procedures. It was found that university students were aided in creative responses
and the procedures helped them in pre-writing exercises. Using a case study approach, Margid
(1985) indicated that the use of meditation with writing allowed for the college student to
integrate primary and secondary processes in their work, besides allowing them to find greater
personal expression. Stewart (1994) found that meditation and journal writing led to a greater
“flow, richness, and feeling,” besides facilitating greater creative expression, self-esteem, and
less writer’s block.

The Use of Journals
The use of personal journals may lead individuals to creative processes through the
exploration of their thoughts, experiences, and emotions, besides allowing the writer to
“contemplate, make connections, and ask questions.” Journal writing may also stress
self-expression of emotions (Capacchion, 1989), provide self-awareness to consciousness
(Baldwin, 1991), besides the exploration of topical information and the recognition of
relationships (Cobine, 1996). Figurative language, such as the use of the lyric and metaphor, may
also be enhanced by journal writing (Craig, 1983).
Related to journals are the use of diaries which were found to be a self-initiated coping
strategy (Burt & Cook, 1994), and may be tailored to be a means of personal growth (Ranier,
1987).
A significant element in journaling may lie in the role of the narrative which may enable
individuals to view chronological events within their lives with more coherence and clarity
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(Bell, 1991). The individual’s personal storytelling has been referred to as “projective
hypothesis,” and the phenomenological interpretations concerning the worth of narrative can be
found in the theories of Piaget, Freud, Hegel, and other renown psychological theorists.
Journal-keeping strategies have been recommended as a means of recording personal
responses and experiences (Hynes & Hynes-Berry, 1986), and evidence has suggested that the
role of the narrative and storytelling procedures may be useful psychologically to foster
children (Bondy, 1990), deaf children (Skelton, 1989), and adult survivors of sexual abuse
(Lester, 1990).
The structured journal and workshop procedures initiated by Jungian therapist Ira Progoff
(1975) in the use of his Intensive Journal process focused on the reconstructing of life situations,
besides the discussion and review of these events. The Intensive Journal was attentive to the
various conscious and preconscious psychological states of the individual and categorized these
into sections, such as the Time/Life Dimension, Daily Log, and Dream states, and had
self-dialogue sections for the Body, Works, Persons, Events, Society, and one’s Inner Wisdom
states.
In an educational context, the Intensive Journal has been used to benefit the chronically
unemployed in an educational/vocational training program (Sealy & Duffy, 1977), used for
faculty development at California State University/Long Beach (Whitcomb & Whitcomb, 1978),
and aided Craig (1984) in completing her dissertation work.
Various types of journal formats suggest that they can be used for a multitude of purposes and
may vary in their structures. Dialogue journals may allow for the teacher to respond to the
student (Roe & Stallman, 1994; Staton, 1987), literary journals may promote students’ responses
to literature readings, and academic journals can be used as a response to expository text
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(Cobine, 1995).
Yinger (1985) proposed that journaling allowed the student to show gains in writing
improvement because it used a process approach and emphasized personal expression. It has also
been used to help the at-risk student (Hudson, 1995), promote professional development
(Kemmis & McTaggart, 1988), and aid both regular and basic writing students in
self-management strategies (Hull, 1981). In her dissertation research, Mosbach (1978) found
that junior high school students showed an improved self-concept and performed significantly
better in creative thinking skills after its use.
A primary element in journal usage is the metacognitive skills which may be acquired
through writing. Pelrose (1989) defined metacognition as an intrapersonal communication
process which describes one’s cognitions on an introspective level through the viewing of one’s
thoughts, perceptions, and beliefs. Metacognitive strategies have been used to allow individuals
to achieve self-knowledge through the monitoring of one’s own processes in solving a problem.
The NCTE Committee on Critical Thinking and the Language Arts (1989) emphasized the
importance of critical thinking skills for the development of thoughtful action and problem
solving, as well as encouraging greater student participation. Metacognitive strategies may allow
for students to view the relationship between their thinking to reading, writing, speaking, and
listening (Tama, 1989).
In a study of 1,926 middle-class, high school students, Vojnovich (1997) found that
journaling allowed for greater student participation, enhanced reflection and metacognition,
developed critical thinking skills in problem solving, and prompted a decrease in behavioral
problems. Ruiz & Figueroa (1995) found that fifth grade math students showed improved
attitudes about their math ability and increased their ability to write about their thinking with the
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use of journals. Allal (1993) found that sixth grade students gained inferential meaning in their
metacognitive regulation with writing. In a study which viewed the differences in ninth grade
students and adults, the results indicated that students did not have a well-developed
metacognitive knowledge base concerning their writing (Baer, 1994). Rucinski & Arredondo
(1994) used both qualitative and quantitative measures in five university classes using reflective
journaling, and it was found that metacognitive thinking was promoted along with a positive
student attitude about workshop techniques and project methods.

THE INFLUENCE OF PSYCHOLOGICAL WRITING

Ancient Beginnings
Writing for the purpose of emotional healing can be traced to the practices of ancient
Athenian Greece in approximately the fifth century B.C. wherein the dramatic “poetic telling” of
tragedies to large audiences were used to release unconscious emotions to produce a healing
effect on the masses (Gorlick , 1987). The release of feelings through theatrics led to Aristotle’s
concept of “catharsis,” or the unleashing of conscious and unconscious thoughts and emotions to
learn valuable lessons about life (Ferguson, 1961).
The uses of writing for healing purposes was used within therapeutic approaches found in the
temple of Asclepius, the diety of healing and health, who was considered the son of Apollo, the
god of poetry (Gorlick, p. 42). Like other earlier cultures such as the Egyptians, the practitioners
within this temple used dream states in diagnosis and treatment procedures (Graham, p. 19), and
would write poems or hymns as closure to the therapeutic experience (Gorlick, p. 42).
Historically, poetry is known as the earliest form of writing, this method of communication
being the first use of the written word by the Egyptians, Phoenicians, Romans, and Greeks
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(Rossi, 1990). Within many societies, and whether the poetic form was written “by alphabet, or
glyph on either clay, papyrus, or stone,” the poem arose and is related to ancient song. This
rhythmic form can be viewed as an effort of humans to formulate a more formal and complex
way of communicating as well as the creation of a dialogue concerning the expression of human
virtues. The sages of old used poetic form as a way of displaying human situations and lessons
which used emotion, intellect, dramatic persuasion, and allusions to nature in an effort to add
knowledge and understanding about the workings of the universe.
These earliest roots of poetry were initially constructed in the form of proverbs or parables to
pass along meaningful truths in ways that could be memorable to others. They employed meter,
rhythm, and poetic brevity to add to the persuasive and powerful relaying of the message (Rossi,
p. 168).
Many societies had deities that were representative of poetry within their cultures such as
Rigid, goddess of inspirational poetry, within the Celtic tradition. Within ancient Greece,
poetry was recognized within the diety of Apollo, god of the sun or light, who, besides being a
representative of poetry, was also the patron of music, healing, and mathematics (Gorlick,
p. 41). This son of Zeus embodied the state of the heightened or enlightened consciousness.
The diety Psyche was also thought to contribute to the poetic experience by her mystical nature.
Within Greek culture, the female elements of poetry was represented by the Muses, Calliope
as the patron of the epic poem and Erupt as the bearer of lyric poetry. Along with their sisters
Terpischore (the dance), Eutrope (the music), Melpomene (the tragic), and Polyhymic (the
mimic), the Muses were representative of the creative woman of the arts (Gorelick, p. 41).
Besides this, within a historical context, bards were often recognized as cultural healers,
prophets, and poets who were concerned with issues involving life and the soul and are
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documented as existing in many cultures, including the Norse, Celtic, Germanic, French, and
African traditions (Reed, 1992a; Powell, 1991).
Within the Celtic tradition, the bard represented the Divine Fool within Great Britain’s
traditional “Mummer’s Dance,” which enacted the death and rebirth of the bard through the use
of a magic elixir known as the Golden Frosty Drop or the Dew Drop of the Rose. This ritual
displayed the bard’s ability and power to encounter death and be resurrected through the use of
spiritualism and poetry (Reed, 1992a, p. 6).

The Influence of Bibliotherapeutic Practice
Bibliotherapy, or the use of reading and writing for therapeutic purposes, has its roots in the
psychoanalytic treatment process. Shrodes (1949) first suggested the use of imaginative
literature to address and diagnose emotional difficulties for the lone reader interacting with
literature. She indicated that self-healing could take place by engagement in the reading process
wherein involvement in the text could lead to personal identification, catharsis, and insight.
Hynes and Hynes-Berry (1986) further defined Shrode’s model by distinguishing the terms
“interactive” bibliotherapy, or the interaction which takes place between the text, a participant,
and a facilitator, and “reading” bibliotherapy in which an advisor may suggest relevant reading
materials (cited by Cohen, 1989).
Cohen (1993) indicated that the therapeutic reading experience involved two processes,”ways
of feeling” and “ways of knowing.” The first concept involved the sharing of the experience,
self-validation, and the ideologies concerning hope, catharsis, and inspiration. The gaining of
information and the gathering of new knowledge was proposed as the “ways of knowing,” which
may be gained by literary experiences.
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The Influence of Poetry Therapy
The use of poetry as a bibliotherapeutic practice was introduced by Eli Greifer in 1959 who
created the first poetry therapy group as a therapeutic procedure (Coogan, 1966). Leedy (1969)
further defined and promoted poetry therapy group work which was organized in schools, mental
health facilities, prisons, and special education facilities (Cited by Brand, 1980, p. 18).
Poetry therapy procedures were concerned with both the form and the content within the
poetic telling but frequently emphasized the emotion involved within the reading and writing of
poetry (Gladding, p. 75). The primary value of this procedure was thought to be in the personal
expression of the poetic message which may release cathartic emotional energies and allow for
universal feelings to be encountered, ultimately leading one to concepts of personal discovery
(Chavis, 1986).
According to Mazza (1994), several theoretical poetry therapy models exist which are based
on research and practice: 1. Leedy’s (1969) prescriptive model which utilized the “isoprinciple”
wherein poetry is shared based on the mood of the subject and to provide inspiration, 2. Lerner’s
(1976, 1978) interpersonal model of using poetry as a means of expressing feelings and
developing internal awareness, 3. Schloss’s (1976) model which is based on the tenets of
psychodramatic theory and practice, 4. The interactive bibliotherapeutic model developed by
Hynes & Hynes-Berry (1986), which focused on the interrelationship of participant-literaturefacilitator and used creative writing materials, and 5. Mazza’s (1981) model for group poetry
therapy which used poetry to begin group sessions and collaborative poetry at the ending of each
session.
Various populations of subjects have been involved in poetry therapy practices and research
studies, primarily within the fields of psychology, social work, and education. Poetry therapy
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writing workshops were found to be beneficial to the elderly (Kaminsky, 1985), to
promote consciousness-raising within feminist growth groups (Chavis, 1987) Talbot-Green,
1988), to improve self-esteem, relationships, and the quality of self-reflection in prison inmates
(Barkley, 1973; Stino, 1995), to provide support for those with mental illness (Edgar & Hazley,
1969; Jones, 1969), for those in need of self-help (Barney, 1992), and was proven useful as a tool
in drug abuse treatment (Schechter, 1973).
Poetry therapy was also found to be valuable to children. Abused children encountered poetry
therapy (Mazza, et. al., 1987), and it was suggested that the sexually-abused were aided by its
use was a diagnostic tool in fostering a nurturing and constant relationship, besides the
promotion of personal self-expression, self-validation, and self-control. DeMaria (1991) reported
that poetry helped the abused child because it aided in viewing the child’s world, tracked the
recovery process, and allowed them to transform their personal worlds by voicing their feelings.
With younger children, poetry therapy aided in self-discovery processes within the classroom
(Berger, 1973) was found useful to the self-expression of deaf children (Buck & Kramer, 1973),
and allowed for “self-liberation” in emotionally disturbed preschoolers, schizophrenic children,
brain-injured, autistic preadolescents and others (Kramer, 1987).
Sharlin & Shenhar (1986) analyzed the semantics of adolescents and found that indicators
were present within the writings of those who had suicidal tendencies. Simpson (1995) recounted
the spontaneous writing poetry aided in the recovery of a feral street child. Poetry writing
combined with actualizing counseling was also suggested as being beneficial to adolescent grief
survivors (Bowman, et. al., 1994), where it unblocked emotions, improved attitudes regarding
the self, aided an individual’s perception of reality and increased one’s sense of autonomy based
on the resolution of personal conflicts.
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Garner (1993) postulated that poetry helped runaway teens to gain control over their emotions,
and Cohen Morales (1989) used poetry as a means to the discovery of deep-rooted feelings and
group cohesion. Socially and emotionally disturbed students in a special school wrote poetry and
were aided in creating self-expression (Kobak, 1969).
Poetry writing was also found to aid the depressed college student in a grief counseling
setting (Fuchel, 1985), and Brand (1989) found that changes occurred in the emotional patterns
of student poets as they wrote poetry.

TRANSPERSONAL ELEMENTS IN POETRY WRITING

Imagery and the Artist
Schultz (1988,p. 27) discussed the importance of conveying messages found in imagery
through artistic endeavors to an audience, as well as the higher level processing that may occur
for the artist:
Seeing in the mind, broader than mental imagery, includes visualization,
conceptualization, symbolization, perception from the senses, empathy, sense
of points of view, the capacity for making concepts, and the connections between
concepts, as well as pictorial seeing in the mind.
Dewey (1934, pp. 65-66) also claimed that the visualizing of the image was a means to
guiding one to greater inspirations:
The act of expression is not something which supervenes upon an inspiration
already complete. It is the carrying forward to completion of an inspiration by
means of the objective material of perception and imagery.
The nature of the image has been a significant element in the creation of all art, both verbal

52

and visual, and of particular significance to poets, who formed the Imagistes poetry movement
during the early part of the twentieth century (Jones, 1965), which transformed the nature of
contemporary poetry. Kepecs (1944) described the innate visionary processes within the artist as
they created (cited by John-Steiner, 1985, p. 17):
To perceive an image is to participate in a forming process; it is a creative act.
From the simplest form of orientation to the most embracing plastic unity of
work of art, there is a common significant basis: the following up of the sensory
qualities of the visual field of the organizing of them. Independent of what one
“sees,” every experience of a visual image is a forming, a dynamic process of
integration, a “plastic” experience.
Although studies concerned with the relationship between creative talent and imagistic
capabilities has remained inconclusive and even “elusive,” (Shiekh, 1983, p. 470), research has
indicated that artists use imagery and that it is viewed as highly useful to them (Khatena,1978).
Besides this, the use of images in art may lead to original insights and an alternative
interpretation or “new” way of seeing “old” subjects and ideologies within the self, a
concept within writers known as “poetic vision” (Shiekh, 1983, p. 493; Cohen, 1976, p. 517).
A concept related to the acquiring of new vision may be the releasing of the emotions by way
of the use of the psychological “trigger,” or traumatic emotional events which are stored in the
unconscious and encountered through dreams and other preconscious states (Langs, 1988). The
act of writing may serve as a door or entryway into triggering events for the purposes of
self-realization. Jampole, et. al. (1994) related that “Writers image memories and/or current
experiences which evoke prose forms which then trigger further images. Thus, creativity derives
from the ability to retrieve.” Hugo (1979) discussed the need for instructional techniques in
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college creative writing classes to introduce subjects which “trigger the imagination as well as
the poem.”

Symbolism
Langer (1961) related that the symbol is a “basic instrument” of thought which defines
concepts of reality. When the use of the symbol is combined with verbal creativity, the meaning
of the symbol may achieve greater clarification (Gowan, 1975). The basic nature of symbiology
“points beyond itself, means more than it is...it is ideally self-transcendent,” (Wheelwright,
1954). The symbol may “invite consideration,” allow for the observer to be an interpreter,and
communicate information. Thus, the symbol can be viewed as containing a “bridging” function
which may unite both external and internal reality states, allowing for one to achieve greater
personal meaning (Gowan, p. 285).
Jung’s work on the symbols arising from the collective unconscious addressed dreams and
symbolism in his concept of “active imagination,” in which mental symbols or archetypes were
said to affect conscious processes and perception (cited by Stewart, p. 5). These archetypal
symbols were viewed as influencing one’s personal myth-making capabilities within the psyche
and were considered to be universal in nature, as well as yielding greater accomplishments and
insights on a creative level by leading one to innate understandings (Jacobi, 1973). According to
Molton (1996), when a subject is encountering material from the active imagination, they should
remain rooted in reality, attempt to translate the symbolic imagery, and apply the information
gained to real life situations.
Within the field of psychology, it has been noted that the use of symbols and images within a
subject’s experiences combined with language may be used to promote personal change (Combs
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& Freedman, 1990; Goldstein, 1989). The use of guided affective imagery, also known as
symbol-drama, may allow for internal dialogues to be experienced which may lead to the
reconstruction of personal stories (Hyman & Neisser, 1991), and may ultimately contribute to
personal truths and resolutions.
In educational practices, several pedagogues have addressed the need for achieving personal
meaning through the use of myth and personal story-telling within instruction (Bruner, 1990;
Malm, 1993, Sarbin, 1986). Goodman (1969) urged that educational curriculums should include
practices which included the development of symbolic thought to contribute to greater
communication and understandings within students.

Metaphor
The importance of metaphor was referred to by Aristotle who stated, “The greatest thing by
far is to a master of the metaphor. It is the one thing that cannot be learnt from others; and it
is also a sign of genius, since a good metaphor implies an intuitive perception of the similarity in
dissimilars. Wheelwright (pp.97, 100) also discussed the importance of “the ontological status
of radical metaphor” as “a medius of fuller, riper knowing” involved in poetic vision of the
associative capabilities which may ultimately lead one to “fresh” or greater meanings.
Sarbin (1972) described metaphoric thought as part of a unique coding system in human
mental processing. To gain new information, Sarbin proposed that individuals make use of
“conventional” codes or strive to identify information through symbols. If this system proved to
be ineffective, analogies may be formed to relay information or gain understanding. In this way,
the metaphor may act as a connecting mechanism, beyond the use of symbiology, to allow for
greater insights.
On a behavioral level, metaphors may lead to the recognition of personal labels or life models
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which may act as a guide to persona and actions in both positive and negative ways. They may
reveal explicit aspects of the consciousness which are not fully apparent by more traditional
forms of self-disclosure forming “communication bridges” which may lead to making personal
difficulties more concrete and clarified. These realizations may aid the individual in making
problems more resolvable, develop self-esteem through both the intelligent and creative uses of
language, transform perceptions while instilling hope, and facilitate the development of human
rights (Gladding, 1990). Along with this, metaphors may impact perceptions and employ higher
degrees of mental associations, leading the individual to new perspectives and revealing
dysfunctional life patterns (Billings, 1991).
Grove & Panzer (1989) suggested that inner metaphors may become “truncated,” or used as a
stopping device for growth, but may also be altered to provide personal closure on traumatic life
events. The cathartic effect which may be achieved through metaphoric writing may lead to the
structuring, distancing, and the placement of traumatic events outside of the self and contained
within the image of the metaphor.
The metaphor essentially may act as a mirror for the self, reflecting both cultural and
personal factors which have contributed to an individual’s self-concept. As one becomes more
conscious of the metaphors which define the self, experimentation may allow one to develop
new metaphoric patterns within one’s life (Steinberg, 1991; Truog, 1994).
Although theory models on metaphors have not been developed substantially, along with the
term “metaphor,” language communication may be enhanced with the use of metaphors (Carrin,
1990), and allow for the structuring of perceptions when used as a diagnostic tool (Berlin, et. al.,
1991). Figurative language may add meaning to interpretations and provide one with a view of
the various innate aspects within the nature of conflict (Ingram, 1989), besides affording one
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with a greater knowledge of assessment, communication and intervention strategies within a
therapeutic relationship (Mays, 1990).
Although many forms of creative writing may use metaphor, imagery, and other forms of
figurative language as descriptive mechanisms, poetry may use these devices to a greater extent,
as many poems relay information primarily through these devices. Rossi (p. 169) referred to
poetry as having “minimum movement, maximum meaning,” or typically a high degree of
descriptive and sensory information in condensation which may allow for a greater emotional
intensity within disclosure or “raw data, raw feeling striking raw nerve.” Metaphor use in poetry
writing may guide one to the use of more vivid descriptions, leading one toward the development
of more mental imagery (McCandless, 1989).
The reading of metaphoric literature may also contribute to greater personal understandings
through communications. In a study where prison inmates were given fairy tales, parables,
allegories, anecdotes, cliches, and metaphorical stories, they displayed more attention and were
more open to discussion about their own difficulties (Romig & Gruenke, 1991).
In an educational context, metaphoric language may represent the voice of the inner child
within the adult, since children frequently use metaphors to describe their conditions (Sartore,
1990). Studies have indicated that differentiating contexts have influenced children’s ability to
categorize in response to metaphors, and students displayed a higher degree of perseverance
when given metaphoric stories as opposed to those that were less descriptive (Becker, 1993;
Janc, 1992). Garcia (1990) attempted to create a model representing the foundations of making
meaning within a group and found that one factor which led to the making of new meanings was
the sharing of figurative expressions and representations, allowing for greater communication to
take place.
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Voice and Personality Integration
Various pedagogues and writers have addressed the importance in concepts of voice within
writing or as Murray (1991) stated, “Voice, after meaning, is the most important element in
effective writing.” The notion of voice may be linked to the imagination as a connecting device
or as an interpreter of the image. The poet William Oandasan related (cited in Bruchac, 1986,
p. 10):
You have to see with the eye of the mind, the imagination...At the same time, it’s
synchronized with that internal voice. Somehow there is also a synthesis of the
internal and the actual voice and what that eye can actually see.
Thomas (1991) explained that within the act of writing, “Imagination has been recorded on
paper, and the recording has been played back in the writer’s voice.”
Lensmire (1995) discussed that writing pedagogues may use instruction to develop concepts
relating to student voice by the use of two approaches, the “workshop advocates” approach
wherein individual expression is stressed with an emphasis on “real voice,” or “natural voice,”
in which the writer attempts to convey their individualism, uniqueness, sincerity, and honesty
(Elbow, 1981, p. 313; Rico, 1983, p. 136).
The other approach concerning concepts of voice can be found in critical pedagogy
(Lensmire, p. 3), which has suggested that the notion of voice involves the social self under the
influence of cultural factors, such as power and political control (Friere, 1970). One’s voice is
perceived as being one voice among many voices formed by the context of the culture.
Pedagogues have been urged to allow for personal expression and responses to the voices within
a group, although the concept of the development of the individual has not been
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stressed within this ideology.
Several researchers and theorists have suggested that concepts concerning voice have been
limited. Moffet (1981) relayed that various dimensions of student voice should be developed
through discourse modes relating to inner speech, dialogues, monologues, and narratives.
Lensmire (pp. 15-21) suggested that student voice should be viewed as being fluid in nature
wherein “the self would be dynamic, multiple, always changing.” This would entail
appropriating others’ language, personal risk and struggle, and allow for a process of
“becoming” through reconstruction and revision within a social context. Although Elbow (1981,
p. 313) encouraged “real voice,” he qualified this concept with a multifocal view on voice:
It’s important to stress...this fact of many voices. Partly to assure you that you are
not ultimately stuck with just one voice forever...Some writers get real voice
through pure fantasy, lies, imitation of different writers, or trance-writing. It may
be possible to get real voice by merging your mind with another personality,
pretending to be someone else. Shedding the self’s concerns and points of view
can be a good way to get real voice - through writing fiction and playing roles are
powerful tools. Many good literary artists sound least convincing when they speak
of themselves. The important thing is simply to know that power is available and to
figure out through experimentation the best way to attain it.
Christie (1985) proposed that in dealing with and defining problems, the use of different
genres represents different bodies of knowledge that are resources within curriculums. Although
there is “the inevitability of mixing of genres” (Green, 1987), these may represent different
aspects of voice.
Although little empirical research exists regarding student voice, it was found that expository
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voice could be promoted by student reading experiences (Cox, et. al., 1991). Haswell (1996)
found that college instructors and students valued the formalist or conventional approach to
evaluative approaches in writing. She stated that although “postmodern theory promises..to free
the multiple voices of student writers,” the results from her study indicated that “teachers censor
forms of discourse on the basis of narrow standards of correctness, regardless of contextual
factors or the background, design, and purpose of the writer,” thereby limiting the recognition of
student voice. Connors & Lunsford (1993) reported that within a study of teachers commentaries
on student writing, the majority (84%) focused on stylistic concerns such as organization and
detail, with little regard for the context or the student in progress.
The concept of integration in voice can be related to the integration of the self which has been
viewed as being multifaceted. As May (1975, 91) related:
The self is made up..of the models, forms, metaphors, myths, and all other kinds
of psychic content which give it direction in its self-creation. This is a process
that goes on continually. As Kierkegard well said, the self is only that which it is
in the process of becoming...There is also, clearly, this element of self-directing,
self-forming. Thinking and self-creating are inseparable. When we become aware
of all the fantasies in which we see ourselves in the future, pilot ourselves this
way or that, this becomes obvious.
The psychological self has been identified as being of a dual nature in which two conflicting
polarities must find resolution as in Gestalt therapy (Zinker, 1977) which are sometimes known
as “subselves” (Brown, 1968) or the “inward and outward” self, (Maslow, 1957).
Others have maintained that there are three aspects of the self, as in Freud’s concepts of id,
ego, and superego, or in Berne’s (1972) transactional analysis in which the parent, child, and
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adult negotiate within the self. Jung related that the aspects of the self were the conscious, the
unconscious, and the collective unconscious with various other dimensions of the psyche such as
the persona or the outward personality, the shadow or “weaker, darker” aspects of the self, and
the anima/animus or male/female opposites within the self.
Jung termed the integration of personality as “individuation,” which has been viewed as a
process of the psyche which transcended all other processes (Progoff, 1973). According to Jung
(p. 128), psychic energy was stored in the unconscious or the “spiritual” side of the
consciousness, residing in the twilight areas. This energy created a bridging effect between
conscious and unconscious processes, restoring balance or equilibrium within the psyche.
Another conceptual framework for personal integration was put forth by Vargui (1974),
who postulated that “subpersonalities,” or ego states in psychological organization, could find
integration through a five-phase process: recognition, acceptance, coordination, integration, and
synthesis. The integration phase constituted the resolving of personal conflicts within various
aspects of the self and mirrored the concept of “psychosynthesis” postulated by psychologist
Rogerto Assagioli from the early part of the century.
Whitfield (1989) related that important in the psychological integration process was the
identification of “core issues,” or reappearing, negative life patterns. The use of integrative
processes may allow for the understanding of life patterns and histories leading one to personal
liberation.
Within the language arts, several theorists have acknowledged and addressed the multifaceted
aspects of the self within the writer. Murray (1991) related that one aspect of the self writes
material while another monitors as a reader. Rico (1983, p. 17) referred to this dual concept of
the self as Sign and Design Mind as does Brande (1981) who related that conflicting sides are
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within the writer’s personality.
T.S. Eliot (1970, 9th ed.) identified three voices within the poet, that of the poet talking to
themselves or to no one, the poet addressing an audience, and the poet creating a dramatic
character.
Reed (1992b) refined this concept by conceptualizing these three voices as the lyric, the epic,
and the dramatic voices, or the three genres of poetry. The lyric represented the musical personal
voice of the poet; the epic was viewed as the narrative or story-telling voice which may relate to
the historical; the dramatic voice was viewed as a monologue or dialogue intended for emotive or
cathartic language. According to Mazza (1994, p. 131), Reed’s paradigm, which was initially
designed to provide an analysis of the poetry of the aged, “provides a model for the exploration
of the act of composition and its relationship to psyche, imagination, and self.”

Reflective Thought
The act of reflection may be tied to emotive behavior such as creative writing by the
activation of inner processes or as Dewey (1934, p. 15) stated:
Emotion is the conscious sign of a break, actual or impending. The discord is the
occasion that induces reflection. Desire for restoration of the union converts mere
emotion into interest in objects as conditions of realization and harmony.
Teacher education programs stressing reflective practices rose in the 1980’s, and Richardson
(1990) cited Schon (1987) as providing an effective paradigm for the reflective practitioner.
Known as “reflection-in-action,” it stressed the importance of incorporating the “artistic,
intuitive” practices within all fields, without an emphasis on rational decision-making. Based on
the past experiences of the practitioner interacting with the environment, this paradigm included
the ideology of tacit knowing or thought processes “not consciously articulated,” that are
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nonlinear in nature.
Essential to the reflective process may be the consciousness of change (Mead, 1934) which
incorporated the interactive and the dialogic aspects of reflective practices within a community
(Cinnamond & Zimpher, 1990). Pugach & Johnson (1990) related that work conditions must be
adapted within the educational setting if reflective thought is to take place.
Houston & Clift (1990) noted that reflective practices may be considered a balance of both
Eastern and Western thought system and that reflective thought “cannot rely on a single set of
prepackaged experiences.” They cite the CORT Thinking Program developed by Edward
DeBono of Cambridge University as a model of “lateral” thinking which stressed holistic
thought, the elements of value-making, and emotional responses within the curriculum.
Subotnik (1988) criticized the scientific method of reflective inquiry and stressed the need for
newer models of reflective thought systems which have less limitations.
The Experience Curriculum which was produced by the Commission on the English
Curriculum of the National Council of Teachers of English (1935) advocated the use of
reflection within the creative process which they stated consisted of observation, imagination,
and reflection, which were viewed as mutually dependent on each other (Kantor, 1975). The
curricular plan’s objectives viewed the reflective act as that which aided students in translating
and interpreting their reactions.
Hyde & Bizon (1989) suggested that reflecting, along with self-questioning strategies and
their regulation may be significant factors in metacognitive awareness and control. Allowing for
students to engage in inner dialogues and become self-directed may enable them to create their
own self-reflective patterns (Barell, 1991), and allow for a greater sense of personal vision
through writing (Rico, 1993, p. 231), and Coe (1991) postulated that students learn to formulate

63

solutions to their own writing difficulties by the act of reflection.
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CHAPTER THREE: TEXT OF INVESTIGATION

METHODS

Introduction and Research Questions
The purpose of this study was to examine the effectiveness of a structured journal approach
which used a format of guided genre-specific writing exercises focusing on various aspects
of poetic voice directed toward personal development and change. The study also addressed the
patterns of the emotions and consciousness states within the poets as they engaged in personal
poetry writing. This provided a means of describing the impact of the act of metacognitive
reflection on emotive self-expression during the affective processing within the act of writing.
The data collection procedures involved a qualitative case study approach which provided a
format for an in-depth investigation of the processes experienced in writing poetry. Case study
research has attempted to uncover the significant factors which are present within the
phenomenon by the use of description and holistic knowledge (Merriam, 1988; Karther, 1995).
This approach has typically sought to investigate the various innate processes which contribute
to the larger meaning that can be attained through interaction and observation. It exemplifies the
work of the “reflexive ethnographer,” who attempts to learn through the personal storytelling and
language descriptions of others to gain greater insight on pertinent issues related to human nature
(Geertz, 1973; Dempsey Page, 1997).
The study was designed with the goal of focus on humanist research methods. Humanist
studies are primarily concerned with personal growth and improved interpersonal connections
through the research process. One research model developed by Mitroff and Kilmann (1978) has
been viewed as a complete paradigm of research methodologies in relation to humanist methods
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within a Jungian framework. Within this four quadrant conceptual schemata, research
methodologies are concerned with: 1. the Analytic Scientist who searches for truth and focuses
on thinking and quantitative methods 2. the Conceptual Theorist who searches for meaning and
focuses on intuition and qualitative methods 3. the Conceptual Humanist who searches for
change and focuses on feeling and action methods, and 4. the Particular Humanist who searches
for connection through sensing and humanistic methods.
The present study was concerned with all four of the related elements within this paradigm,
the concepts of knowing, change, self-discovery and making connections through personal
poetry writing. It allowed for both the use of the cognitive and affective elements to be present
within the activities of Thinking/Feeling/Sensing/Intuition.
The research questions addressed in the study were:
1. Is the Reflective Journal method an effective tool in the poetic writing process?
2. Did the participants feel that the procedures used in the Reflective Journal methodology
facilitate personal development or change?
3. What are the emotions and consciousness states of poets as they write poetry?

Methods of Data Collection
The study took place over the course of ten weeks, within which five interviews occurred
with each subject. The subjects were instructed in the Reflective Journal methodology in which
they wrote four genre-specific poems on a personal theme indicating their emotions and
consciousness states while writing by identifying descriptors and describing them in narrative
form. They then discussed these during the interviews for purposes of clarification.
The constant and consistent comparison triangulation of the collected data from the use of the
journal descriptors, journal narratives, the information received in interviews, and the ending
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questionnaire led to the establishment of the findings (Glaser & Strauss, 1976). The triangulation
of data methodology used was introduced by Cohen and Manion (1985) who described that
sources, methods, investigators, and theories were all involved within the triangulation of data
and that two or more sources of data collection were needed for a research triangular
methodology.
After the data was collected, a constant comparative method was utilized with the
employment of a color coding schema which identified relevant themes (Glaser & Strauss,
1985). After the data was gathered and transcribed, it was organized into units of general
meaning Hycner, 1985), and then into clustered units of relevant meaning in reference to the
research questions. From this method, central themes were gathered which expressed the essence
of the information attained and they, in turn, were summarized and modified for meaningful
answers.This information was then organized into charts which indicated the emotion and
consciousness state patterns displayed by each subject, along with further descriptions of their
processing while they wrote poetry. The following is an example of the data organized within a
chart:
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..........................................................................................................................................................
Name: Eli Wordsworth
Genre: Lyric Poem
Number of Drafts: 4
Chronology of Emotions (Intensity):
1
sad (3)
afraid (3)
betrayed (4)

2

3

lonely (2)
no feeling (5)
lonely (2)

desperate (2)
calm (4)

4
happy (5)
elated (4)

Chronology of Consciousness States:
1

2

3

4

normal
meditative
lethargic
hyperalert
meditative
daydreaming
stored memory
normal
........................................................................................................................................................

Research Design
The Reflective Journal was the researcher’s personal design based on the Intensive Journal
approach created by Progoff (1975) and the Brand Emotions Scale for Writers (1989) in which
writers indicate their emotions during the writing process. This journal was structured by the use
of guided, genre-specific writing exercises which focused on the integration of voices within the
poet and related to the work of Reed (1992a, 1992b) who recommended that the combination of
usage of the lyric, epic, and dramatic genres within poetry writing could lead to a greater
knowledge of the self. Although her suggestions relate to the writing of poetry with the elderly,
his ideology may be applied to all ages of poets. Within this design, the element of writing
Reflective poetry was added, in addition to the use of a structured journal approach, and the
metacognitive activities within the journal. A visual depiction of the paradigm is as follows:
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The Reflective Journal Paradigm for Transpersonal Experiencing
Through Poetry Writing Activities

Metacognitive Experiencing

L1
E2
D3
R4

Consciousness State Experiences

Emotional Experiences

FIGURE 1.

After the participant chooses their personal thematic issue in which they seek personal change,
they will engage in:

L1=Lyric poetry writing (characterized by the expression of song-like feeling)
E2=Epic poetry writing (characterized by the expression of the story)
D3=Dramatic poetry writing (characterized by the expression of cathartic emotions)
R4=Reflective poetry writing (characterized by wisdom and reflection)
After each poem, the subjects noted their experiences as they wrote the poetry.
This process was designed to enable the individual to engage in a holistic methodology

69

which has the potential to guide them toward their inner processes by emotional, consciousness
state, and metacognitive activities.

Research Procedures
The procedures used within the Reflective Journal were structured in the following manner:
1. The subjects first chose a personal thematic issue which they wished to attain personal
change.
2. They wrote a descriptive lyric poem addressing the issue.
3. They wrote a story-telling epic poem relating to the issue.
4. They wrote a dramatic monologue or dialogue relating to the issue.
5. They wrote a reflective poem in which they could unite this information and draw
conclusions.
Each time the subjects wrote drafts of each poem, afterward they completed the following:
1. They included all of the drafts for each poem and placed them in chronological order, besides
noting the number of the draft within the journal.
2. They indicated the emotions they were feeling while they wrote after they had completed
writing (anger, happiness, bored, inspired, etc.) from a list of given emotions or their own
interpretation of the emotion. They could list as many emotions that they wished or list
dual emotional states and they also were placed in chronological order. These were noted for
their intensity of feeling on a 1-5 scale by the subjects.
3. They indicated their consciousness states during the writing process. The consciousness state
choices could be chosen from Krippner’s (1972) consciousness state list: dreaming,
sleeping, hynagogic, hypnopompic, hyperalert, lethargic, rapture, hysteric, fragmentation,
regressive, meditative, trance, reverie, daydreaming, internal scanning, stupor, coma, stored

70

memory, expanded consciousness, and normal. They were also permitted to use another
descriptor for their consciousness state if one that they experienced was not listed. They also
placed these in chronological order.
4. The subjects also wrote a narrative on the back of each completed poem describing their
emotions and consciousness states after the writing of the poem for further description
and clarification purposes.

Chronological Overview of Research Procedures
Week 1 1. Pre-study interviews were conducted on the participants’ habits and patterns when writing
poetry.
2. The researcher instructed the participants on the use of the Reflective Journal method. They
were instructed to write four poems using a different genre for each that focused on the
personal thematic issue of their choice. This issue could relate to any area of personal
change that they wish to address, as long as it was an issue of personal relevance. It related to
an established negative pattern within their lives, a relationship to address, or an event or
series of events in which they wish to find personal resolution. The subjects must choose a
topic which they feel is significant to their own personal growth and development. The issue
must be broad enough that they can write four poems in reference to it without losing interest
in the topic.
4. The participants were given practice in self-reporting. The three questions that they answered
each week were:
A. Were you able to successfully utilize the Reflective Journal and its methods to produce
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the poem?
B. What were your emotions and consciousness states during the writing of this week’s
poem?
C.

Did the writing of the poem affect you in terms of personal change? If so, in what way?

5. The subjects were then asked to choose a personal thematic issue to write about and use it
within there lyric poem which would be due the following week.
Week 2 1. The participants shared the lyric poem they had written.
2. They answered the interview questions on the lyric poem.
3. They were given an explanation of the format of the epic poem which would be due the
following week.
Week 3 1. The participants shared the epic poem they had written.
2. They answered the interview questions on the epic poem.
3. They were given an explanation of the format of the dramatic poem which would be due the
following week.
Week 4 1.

The participants shared the dramatic poem they had written.

2. They answered interview questions on the dramatic poem.
3. They were given an explanation of the format of the reflective poem which would be due the
following week.
Week 5 1.

The participants shared the reflective poem they had written.
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2. they answered interview questions on the reflective poem.
3. They were given a closing interview and an Ending Questionnaire to complete.

Participants
The participants within the study were four contemporary poets who had prior experience in
writing poetry. The term “poet” was considered within the study to be a self-defining term which
was viewed as part of one’s identity and was not dependent on society’s opinion of the individual
or number of publications. These participants have written poetry on a regular or intermittent
basis. All of these poets had many years of poetry-writing experience and were specifically
chosen so that the patterns of processing could be indicated in those who were established as
poets and already familiar with much of the terminology. Again, this study did not
focus on instructing the subject in ways to write poetry but their reaction to a facilitative writing
design.
Participant Demographic Information
The study was consisted of the following participants:
1. Diane - age 41, writes poetry on an intermittent basis. She is a fourth-year senior
psychology student who has raised six children, besides being an accomplished
sculptor and visual artist. She will be attending school soon to become a therapist.
2. Mark - age 41, writes poetry on an intermittent basis. He is a practicing hypnotherapist
who has published poetry in national publications. He is completing a book of
poetry that he hopes to publish.
3. Sally - age 45, writes poetry on a regular basis. She is a fourth-year doctoral student in
Early Childhood Education. She also is a song-writer who performs her work as a
musician in a singing group.
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4. Johnny - age 42, writes poetry on a regular basis. He is an instructor of creative writing at
a city college and is highly familiar with the writing workshop methodology. He
has published many poems in both local and national publications.

Intercoder Reliability
As a check for intercoder reliability, a science educator was trained by the researcher, a
language arts educator, to use the coding system within the study. She was given access to the
transcripts of the interviews that were audiotaped and the subjects’ journals. A comparison of the
two ratings revealed an 80% agreement relating to the data analysis.

Chapter Summary
This chapter described the Reflective Journal methodology, an investigation using a case
study approach in which poets became involved in activities within a transpersonal writing
design. The study employed a triangulation of data sources using a color coded schemata to
develop its findings. Its subjects were experienced poets who wrote poetry to establish their
inner involvement as they wrote poetry which was genre-specific.
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CASE STUDIES
Case Study #1 -Johnny

Johnny’s Description of His Writing Process
Johnny explained that his motivation to write related to the description of some experience
that he’s had, or hearing an interesting phrase, detail, or vignette that inspires him to express his
impressions. He sometimes has found appealing topics through the media or may research
specific topics that have sparked his interest and about which he would like to create a poem
about. Johnny feels that his poetry is representative of his generation, children who grew up in
the1960’s, and reflects the attitudes and beliefs of that generation. He may frequently use
terminology and examples from that time period to grasp the ideologies of that era. He recounted
that people of his age group are now thinking about their pasts, or “personal mythologies,” and
its relationship to concepts involving universal consciousness and history.
Underlying most of Johnny’s poetry is only one primary emotion, that of “passion or desire”,
which inspires “some fertile need to see what I’m thinking or capsulizing any given experience
on paper.....to expose the reality on something gone down on paper.” Although he stated that he
witnessed his mother writing poetry for emotive understanding and release, he related that within
his writing, he wouldn’t necessarily have any emotion to entice him to write but more of a desire
to be expressive of his ideas.
After receiving an initial idea for a poem following his own “very definite” methodology, he
will typically wait two to six months before actually writing a finalized version of the poem.
Within this time, he will organize and rework the idea within his own mind until it is close to
completion, sometimes writing bits of poetic information on small pieces of paper. He finds this
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an easier process than drafting many versions of a poem, which may leave him frustrated,
possibly causing him to experience “disappointment,” which may lead to him not completing the
poem. Therefore, he allows himself to structure the lines, form images, and make word choices
mentally to a large extent before actually writing.
Because he generally takes a long time to process the first draft, a complete poem may be
formulated after only two drafts. He usually does not create more than three drafts when writing
a poem, explaining,”By the third time at bat, you should either quit or take up macrame. Either
hit the ball or do something else.” Usually by the second draft, he will add several images or line
ending changes, and the poem is complete.
In structuring his poems during this time, he generally will place images at the beginning or
ends of his lines and “all the articles and preposition will be somewhere in between.”
Johnny usually has written his poems using a steno pad or computer within his home and has
found that looking out his of window while he is formulating ideas is a help, in the early morning
hours after arising or late at night. Occasionally, he will write in public to “rebel against the
scene” if he feels that it is a place that is “removed poetically”.
As an instructor of creative writing, he wants his students to “use their imaginations and
reach out of their little lives to write a different type of poem.” He sometimes shares his own
poetry through publication, with a mentor, or with only one other person if they appear in one of
his poems.
Johnny’s Thematic Issue
The thematic issue that Johnny chose to focus on for the writing of the four poems was a
failed romantic relationship that ceased to exist four years previous to this study. Johnny had not
come to terms with the break-up and has felt a sense of unrequited love for some time. Although
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he has kept in distant contact with his former girlfriend, Lorraine, he calls this a “pseudo”
relationship and has not recovered fully since the two parted.

Johnny’s Lyric Poem

Augsberg Revisited

Before we drove to lunch one July afternoon,
you offered me rosary beads as a peace treaty,
love token, juju magic gift, I wasn’t sure-until you said, “You want to be Catholic, don’t you?”
I thought of my Protestant ancestors of Augsberg
signing a religious truce with yours in the 1500’s
They would live in peaceful coalition
until a two-faced Pope slaughtered mine.
You were named after war-torn Alsace-Lorraine
where your mother fled more papal injustice
to a country divided again by your relatives-Yours German, mine French.
Today we’ll put aside our petty pasts
and create a new religion.
We will have our own communion at a Chinese restaurant
and the sacrament of marriage done by General Szo.
We will flee to the mountains of Ligionier
for they are many! and embrace the precipice,
the Mont Blanc of Pennsylvania,
listen to Todd Rungren’s song “Hideaway”
and I’d realize you’ve shared your own.
I’d convert now--if you the reward.

Johnny’s Processing of the Poem with the Use of the Reflective Journal
In the lyric poem that Johnny created, he recalled a day spent driving in the company of
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Lorraine. He described his rationale for the poem by stating, “I am trying to involve the personal
mythology of the two characters, that regardless of age, the same situations arise--even
metaphorically--religiously.”
Johnny felt that the poem was “difficult in the making.” He couldn’t initially decide whether
he wanted to emphasize the people involved in the situation or the background scene, which is
what he eventually decided upon. Feeling that the lyric he completed was the “first level” of his
expression on this issue, he related that he later may wish to make changes to the poem.
The use of the Reflective Journal “turned out to be a positive experience” for Johnny because
“it forced a dormant writer to be an active writer.” He felt that the format used within the journal
would be excellent for someone with writer’s block who needed guidance in creating a “frame”
before writing or needed directives which specified the creation of a lyric and “creating at will-to try to control an image to bring it to light--any purposeful end.” “Creating at will” or creating
upon request was very challenging to Johnny because he usually waits for the subject matter to
inspire him. He felt that this format “forced” him to be inspired which is the “reverse order” from
the way that he normally creates poems. Although he did not find the Reflective Journal “the
easiest method” because of the issue of inspiration versus choosing his topic, he related that he
was able to utilize its methods because of it being like an “automatic teacher without having to
enroll in a class,” and felt that it would be a “very good disciplinarian for a poet who is blocked
or fragmented, a poet who hasn’t worked consistently.”
Before the actual writing of the lyric, Johnny had asked me to further define its meaning and
that I further define the format of the lyric, to add to the given directions. Although he had not
found it difficult to identify his emotions and consciousness states after writing the poem, he was
unsure as to its significance. He stated, “I can’t say how much of that would translate into the
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work itself--the emotive state. I can’t determine that. I sat down in this state and the poem came
out as a reflection of that state. I don’t know if that’s necessarily going to correlate on a one to
one basis.”

Johnny’s Emotions and Consciousness States During the Writing of the Lyric Poem
.........................................................................................................................................................
Name: Johnny
Genre: Lyric Poem (Augsberg Revisited)
Number of Drafts: 3
Chronology of Emotions (Intensity):
1

2

hopeful (3)

tranquil (3)
docile (3)

3
agitated (4)
frustration (4)
felt sense (adrenaline pumping)

Chronology of Consciousness States:
1

2

3

regressive/
regressive/
confused
reflective
reflective
...........................................................................................................................................................
The Emotions Experienced
Johnny began writing in a “hopeful” emotive state in reference to the poetic material which
changed to “tranquil” and “docile” emotions while creating the second draft. He felt that while
being in this relaxed state that he “had no direction or real strong emotion to carry through on
any kind of intellection,” that he “couldn’t impassion” himself to find direction and completion
of the poem, and that because he was so relaxed he couldn’t take action. As he began to wonder
about these factors, he became agitated and frustrated with himself that he “couldn’t command
the language to do exactly what I wanted to convey in the message.” While he was in this state,
his adrenaline began pumping, and he stated that these negative feelings “forced” him to “a very
definite conclusion.” He expressed that during this phase of the writing, his negative feelings
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may have aided him in completing a project by enabling him to stop reflecting on methodology
and to complete the project. He stated, “I was determined to make this thing come out. It was a
matter of pulling the reins in on the bad horse and making it do what I wanted it to do.” This
state of “creative agitation” allowed him to complete the poem and for it to “come to fruition.”

The Consciousness States Experienced
Johnny explained that he felt both regressive and reflective on the first two drafts, and that
these occurred somewhat simultaneously, that he seemed to be living in the past but also
reflecting on the past. On the third draft, he felt as if he was confused, as both strong emotive and
tacit feelings are activated in his attempt to be less reflective.

Effect on Thematic Issue
Johnny felt that essentially the writing of the lyric poem had helped him to learn more about
his writing process. He understood that the lack of strong emotions he experienced during the
second draft could not carry him through to the completion of the poem. Thus, he formulated
them within his experience for the making of the third draft. Johnny also expressed that he felt
that he had compacted his usual processing procedures into a much shorter time span.

Johnny’s Epic Poem

Westminster Manor
We drove past mansions with snow-covered lawns
of Westminster Manor, Upper St. Clair.
It was a cold January night,
a first date since our breakup.
On the radio played Bill Purall’s
“Our Winter Love.”
You were the lost girlfriend of my youth
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come again: Darlene McClelland incarnate.
The pretty little yellow windows
of the rich people’s houses
made me think
there were warm, rich families inside.
Alchemy.
Within my secret world
came again that cherry high,
the zeitgeist of our on/off affair.
Yet I say nothing to you of this,
fearing the moment’s evaporation,
fearing the morning light
that will melt the dark snow
which surrounds us now
this flattened hobgoblin
who laughs at us, who leads us
to this dark street to spy
the yellow windows, hear the song
I haven’t heard since my youth with
the one who came before you.
He has created something grand
from something base.
If not me, who then will sing
the praises of this holy grail,
your ponytail?
That’s Le Grande elixir, Lorraine.
All these of Westminster Manor
were paupers with fool’s gold
compared to those priceless strands.
Let’s cheat the journey to
John Donne’s rising sun,
make this car, this night, Love’s Room,
an everywhere.

Johnny’s Processing of the Epic Poem with the Use of the Reflective Journal
Within this epic-like poem, Johnny used a “personal mythology motif” in which he
attempted to translate Arthurian legend into an everyday occurrence. He envisioned himself as
being a “poetic knight” whose goal was akin to acquiring the Holy Grail or Excalibur, to
accomplish the creating of the poem. He wished to take the reader through the stages of a date
with Lorraine wherein she was also transformed into Gweniviere. He stated, “I’m trying to say
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the same thing is existing here, not in a bedroom, but in a simple car....The sense of the
Renaissance still alive in me drove me toward this-- the feeling that though I am not Arthur or
living during that period, that in some Jungian fashion the myth is alive in me and my personal
experiences.... Maybe that’s part of the whole alchemy of words here that Jung talks about.”
The majority of the poem was created during the second drafting wherein significant images
were added, such as the lost childhood sweetheart and the vision of the “hobgoblin,” or
mischievous spirit, that was present along with the man and woman in the poem. He explained
that during this phase of the writing he was asking himself: “What are the elements I want here?
In what way do I want them to hit the reader, what order, what kind of overall impression?” He
felt that essentially he must “convey the magic of the moment,” and that it must above all please
him and be expressive of the exact message that he wished to share.
Johnny’s use of the Reflective Journal was a positive experience in that he felt that “poets
need some kind of daily structure--some framework to put them in that will ground them.”
The poet also noticed that his emotions had changed from the first draft to the second and that
initially he had taken on an emotional state that would be conducive to creating an epic.
Although he originally had associated the term “epic” with it being “large” and “long,” he
realized that its structure was more based on a “journey” and “movement” rather than length.
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Johnny’s Emotions and Consciousness States During the Writing of the Epic Poem
.........................................................................................................................................................
Name: Johnny
Genre: Epic Poem (Westminster Manor)
Number of Drafts: 2
Chronology of Emotions (Intensity):
1
adventurous (5)
worried (3)

2
awestruck (5)

Chronology of Consciousness States:
1

2

rapture

expanded consciousness
(visualization)
.........................................................................................................................................................

The Emotions Experienced
Johnny explained that he felt adventurous during the writing of the first draft due to the fact
that he was writing an epic poem, “almost like forging new ground like Indiana Jones or
Crocodile Dundee.” He had also been hurriedly writing poetic information down in a skeletal
fashion in a worried state, concerned “that it’s not going to quite explain--it’s not going to quite
hit the home run that I want. Worried that this is not going to translate to anybody else.” His
emotional states thus attended to both the contents of the poem and his concern over his writing.
On the second draft, Johnny’s focus was on the “pleasure” of creating a poem and the fact
that he “can take a simple place in Pennsylvania and translate it into someplace magical.” He felt
positive because he could “visualize that my own world makes sense to me through my own
poetry.” He explained that “it may sound egotistical, but it’s only meant in terms of the poem”
that the poet can envision when many cannot and say, “I’ve accomplished this.” He went on to
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explain that his emotion was more of an “awestruck spirit.....like a hobgoblin there......which is
magical too.” He therefore made symbolic connections while experiencing the emotions.

The Consciousness States Experienced
Johnny explained that his beginning consciousness state of “rapture” entailed “recalling the
magic of the moment--the experience--can produce a kind of sense of awareness--equivalent to a
natural high.” He further defined this state by explaining that he was not writing just to create a
poem but to become “more attuned to color and emotion and your own dictionary inside you of
how you see things and how you structure things. He stated, “Rapture creates--you become
totally amazed of life and you seem to forget things that are not so cheery for you. I think that’s a
good asset of this kind of poetic rapture.”
When Johnny’s consciousness state moved to “expanded consciousness,” this was in
reference to the completion of the poem, his realization that, “you can bring life to these chords-what you’ve learned, read, and experienced, and tie them all together--my poems are never
unexpanded poems where they’re just talking to the moment....It makes me feel like a bonified
poet who can actually capture the moment.” He also explained that the poem was like an
expanded consciousness, stating that, “.....in my car with this girl...I’m touched....we’re just sort
of ties into this great past....that’s the whole magic.”

Effect on Thematic Issue
Johnny did not feel that the writing of the poem had an effect on his thematic issue, that the
basic feelings and perceptions of the situation were still intact. He stated that the issue was “like
an octopus--having different tentacles. It’s not going to change necessarily. The focal points of
the theme of the issue--those are just going to take different avenues. I don’t think the nature of
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the issue itself is going to be altered.”
Johnny’s Dramatic Poem

COMMUNING WITH MY TOTUM
You told me, Lorraine, my last name meant
“One who dwells in the willow wood;
one who takes care of animals; a shepherd;
the stag my symbol, I am a deertender
Searching for my totem, my cousin,
one night we stumble across a six point buck
crossing his domain in the middle of the wood.
The lights of my head beams challenged him.
You giggled when he did not move
and simply locked eyes with me face-to-face
as if to say, “Cousin, why are you here?”
Talk to him, Johnny,” you snickered
like he and I had some secret language
all our own and you were the liaison
disposed to announce our tete-a-tete.
I offered him no pissing contest for his turf,
nor threatened with a fate similar to Bambi’s mum;
and without scaring him away,
I carefully intrigued him
with my Theory of Relativity.

Johnny’s Processing of the Dramatic Poem with the Use of the Reflective Journal
Johnny related that this had been a monologue within his mind for some time in regard to his
relationship with Lorraine, and this exercise gave him an opportunity to “unleash it.” It described
an event wherein the couple were walking one night and encountered a deer in the woods and the
connection that was made with the poet.
During the writing of the first draft, most of the poetic information was formulated, and
Johnny related that its purpose was to convey a “mythological” message. First, he had wanted to
display a simple situation and make it into a “larger,” and “more meaningful,” scene that would
convey a more expanded message. He stated, “...a poet can run into an ordinary, simple
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experience, a common experience, and make it uncommon.”
Within the poem, Johnny wished to depict a symbolic animal that he could identify with , a
buck, and relay the larger meaning that “nature sends us messages of some sort of primeval
awareness. That we belong to a tribal lore from the past.” He also wanted to communicate to the
deer that, “I’m a friend, and we share the same kind of spirit, and I’m not going to challenge him
for his domain.”
Johnny had also thought about the audience that would read the poem, and wanted to
transfer his own “aesthetic pleasure,” or “word play--just for that--just to do it for that reason.”
He wanted to convey a “simple experience with terminology that would be germane to a
typical, middle-class crowd who could respect this for what it is--not one for the scholastics to
argue over.”
With the use of the Reflective Journal, he felt that he had succeeded in producing the poem
that he wished to create. He felt positive about writing within the dramatic format and in the
style of the monologue.
To allow for more comfort on his part, Johnny put in his own paper besides an emblem of his
family crest. He sometimes did not like writing on colored paper and stated that it was not
colors, but pictures or symbols which created an “anchor” to help him generate language.
Johnny also related that he rarely identified his emotions and consciousness states
immediately after writing because the use of “marginal notes” would be “counterproductive” to
him and make the actual work “watery.” He felt that thinking about anything else besides the
writing of the poem while still engaged in creating it would “exasperate the spirit,” “crush the
work,” and take away from his “gut emotion.” He, therefore, always gave himself distance from
the work before reflecting on his mental states.
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Johnny’s Emotions and Consciousness States During the Writing of the Dramatic Poem
.........................................................................................................................................................
Name: Johnny
Genre: Dramatic Poem (Communing with My Totem)
Number of Drafts: 2
Chronology of Emotions (Intensity):
1
happy/ecstatic (5)

2
excited (3)

Chronology of Consciousness States:
1
normal

2
normal
(slightly reflective)
........................................................................................................................................................

The Emotions Experienced
Johnny began writing in a very strong happy and esctatic emotional state which he explained
was in reaction to the idea of having a poem that would exemplify that he communes well with
animals and that his family crest depicts an animal--a dog. Along with this, was the idea of
having a “totem,” or a spiritual animal representation as early tribesmen did, which also added to
his positive state. Johnny also indicated that he was happy because of his role in the poem, “I’m
really happy because this animal is communing with me, asking me, calling me--’Cousin, why
are you here visiting me?’ I’m trying to put him at ease. I just want to relate to him.”
During the second draft, his state changed slightly but was still positive. He explained that he
was “still on the cherry high of this thing.”

The Consciousness States Experienced
Johnny noted that his consciousness state was “normal” during the writing of the first draft
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of the poem, relaying that it was early in the morning and, as he was drinking coffee, his “jets
were going,” and he quickly wrote down the poetic information.
During the writing of the second draft, Johnny felt that he was experiencing “simple aesthetic
pleasure,” and just added a few language details to the poem “for the fun level of it--not
heightening the poem to any great revelation--just adding things for the audience to mull the
words over for their own sake.” He explained that this activity occurred late at night and that he
was “borderline reflective,” that it was “not deep, large-blocked, bold-faced type reflective,” that
there was “nothing particularly magical about the crossover,” and that he was not “heightening
into any real great, profound statement,” during this time.

Effect on Thematic Issue
Johnny felt that his issue was “still cresting for definition but not necessarily resolution.” He
stated that “this poem and the others defines an ever-changing mode, an evolving of who we are
together,” and that the thematic issue was “probably at the “c” stage before the denouement.”
The poet related that “the conflict was coming to some conclusion maybe--not quite in a state of
closure,” and that “the sense of closure is probably going to come with the last one--the
resolution.”

Johnny’s Reflective Poem

Franzesca’s Dream
When I walked into your kitchen
seeing you in that Daisy Mae polkadot top,
you were Darlene McClelland incarnate
and I was reborn.
Duran Duran’s “Come Undone”
was still in my head
from the Regatta
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when I saw those teenagers dancing.
Now I thought maybe they were us, Lorraine.
Their dance was our dance.
Your mother, Franzesca,
said when a song is in your head
when you’re with the woman you love,
it’s a sure sign she’s the one.
She said you were
my lost childhood sweetheart
and dreamed we were married.
I spin, said Clotho, the tapestry of deception.
I measure, said Lachesis, the time of deceit.
I cut, said Atropos, the illusion of promise.
Like those festival dancers whose faces
are lost to me now, you are gone,
along with the Siren who sang that song.

Johnny’s Processing of the Reflective Poem with the Use of the Reflective Journal
Johnny related that he had had the idea for this poem in his mind for four years but had never
written it. It was inspired by an actual incident that took place in which Lorraine’s mother,
Franzesca, stated “her belief that if a song is in your head, if the mother dreams of good omens-that’s something enlightening and true--an actuality.”
Johnny felt that the first draft of the poem was less focused, and during the writing of the
second draft, he “chose an avenue” with which to conclude the poem. He had felt that he had the
options of making the poem very positive by displaying Franzesca’s dream as a “kind of
prophecy,” or display it in a negative fashion with the Three Fate Sisters. He chose the latter to
display that, in terms of the relationship of he and Lorraine, “It was a lie--a deception--an illusion
on my part to believe so.” He commented that he was “the one who’s drawing the illusion, and
the mother adds to it--but in comes reality.” Johnny attempted to make the poem “short and
sweet and to the point,” and that this was his way of “germinating a sense of closure for the
whole series of poems and obviously her to some extent.”
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In terms of his use of the Reflective Journal, Johnny stated that he was “not comfortable”
with the terms for the emotional states and sometimes had to read each term to describe what he
was feeling. He was also not clear on the use of the “no feeling” category, and because of that
hadn’t indicated it in the previous poems, although he had felt that way on occasion.
Johnny’s Emotions and Consciousness States During the Writing of the Reflective Poem
.........................................................................................................................................................
Name: Johnny
Genre: Reflective Poem (Franzesca’s Dream)
Number of Drafts: 3
Chronology of Emotions (Intensity):
1
curious (1)
hopeful (3)

2

3

angry (4)

no emotion

Chronology of Consciousness States:
1

2

3

normal

normal
normal
(rationalizing)
.........................................................................................................................................................

The Emotions Experienced
During the writing of the first draft, Johnny indicated that he was feeling positive about the
subject in the poem, but by the second draft, his feelings turned to anger as he addressed
Lorraine and the deception that he felt has taken place. He stated that it was “like a sarcastic,
bitter awakening to reality, and I didn’t want to shroud this in some kind of half-assed illusion. I
think the mere fact that she’s not really part of my life--at least not in any real sense. I decided to
not make this another one for the reader to say, “Oh--he’s still waiting for her,” or “He’s in a
warped time capsule and is keeping it going forever.” I decided to get really nasty and let her
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have it.” Behind the anger may also be the feeling of being hurt because he stated in his journal,
“How could you not love me? Who else would write you such a fantastic poem?” After feeling
these strong emotions, he concluded with an indication of “no emotion.”

The Consciousness States Experienced
Johnny’s consciousness states remained normal and normal (rational) throughout the writing
of the poem, and he stated, “I suppose it’s perhaps the therapy of rationalizing which adds to a
way of closure. Of licking my wounds as once again we raise life’s ordinariness to the
grandiose level of mythology.”

Effect on Thematic Issue
When asked if he had experienced any sense of personal change on the his thematic issue,
Johnny stated, “In real life, I think no, it’s not going to change my perspective. Her as a character
in my work--I can go from fanciful ideas to mythologizing or glorifying or romanticizing--I can
also still have some grounding in reality and write a realistic poem about her. So in that respect,
I’d say there would be change. In real life--no--my real life doesn’t always reflect what I write
about or my emotions in real life.” In other words, Johnny felt that he could now write
realistically about Lorraine but his actions may not be as realistic. He stated that, with the last
reflective poem, that he would not “let her see it,” and that if she requested it, he would “write a
new one for her.”

Johnny’s Responses to the Ending Questionnaire
Johnny’s response as to the clearness of the journal instructions was a 1 (strongly agree)
which he defined as “lucidly” given and presented in a “congenial manner.”
In terms of choosing a thematic personal issue, Johnny felt that he could do so easily and also
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rated this a 1 (strongly agree). He felt that he had had a deep “emotional investment” in the
issue and that he “could go down any avenue with it considering the passion.”
Johnny felt that he could easily write poems in three of the genres but had difficulty in
writing the epic poem because he found this difficult to “translate into a modern medium.” He
rated this question as a 2 (agree).
In reference to identifying his emotions and their intensity, Johnny rated this a 1 (strongly
agree). He felt that he “was able to correlate the type of work with the type of emotion felt,” and
that he would “feel a mood, bring it up, verbalize it, hold on to it, perpetuate it, and write in the
vein of it.”
Johnny “strongly agreed” (rating-1) that he could identify his consciousness states after
composing each poem. After writing, he felt that he had to “separate” himself from the work,
“reflect upon it and finally evaluate.”
Johnny responded with a 5 rating (strongly disagree) for the question relating to his
perceiving a personal change or development in regard to his thematic issue. He explained,
“Unlike some writers who can exorcise their demons via writing, mine are not created or
eliminated by or from the written word.”

Summary of Johnny’s Use of the Reflective Journal
Journal Procedures
Johnny successfully completed all of the procedures in the Reflective Journal with few
difficulties. He felt that the format of the journal would be good for those who had writer’s
block or hadn’t worked consistently, those needed directions, or needed guidance in creating a
structure before writing. He felt that using this format might give one more discipline in writing
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on a regular basis.
Within the interviews, Johnny disclosed that genre had affected his emotions and
consciousness state during the writing of the epic poem, that he had placed himself in an
adventurous state because of the nature of the genre. The writing of the epic poem also
initially caused him the most concern because of presupposed notions about the context of the
epic and because there were few examples of epic-like poems that he had seen in modern
poetry. Johnny also asked for more explanation concerning the lyric poem before writing.
Johnny made adaptations to the journal to make it more personal. He took out the colored
paper and put his own white paper in, along with placing his personal emblem within it because
he like pictures and symbols, feeling that they helped him to generate language.
Johnny did not write in his emotions and consciousness states directly after writing. He felt
that this would be “counterproductive” to his writing process, so he distanced himself for
awhile before returning to indicate them, which worked for him. During the last interview, he
felt that he was “not comfortable” with the emotional states that had been indicated, although
initially he had been told that he could choose any that he wished, that those had been a
sampling of emotional states. He also stated that he probably should have marked in “no feeling”
in other instances. Although he had no difficulty in identifying his emotions and consciousness
states, he was unsure of their significance to the actual poem.
During the first interview, he seemed most concerned with “creating at will,” or choosing a
theme to write about instead of waiting for inspiration to occur for the poetic material. He had
no difficulty in writing four poems on the theme, and he communicated that he had successfully
completed most of the poems in a week, a process which usually takes him two to six months.
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Descriptions of Emotional Experiences
Within the writing of lyric poem, Johnny formulated negative emotions to aid him in
completing the work, a process which he identified as “creative agitation.” Most of his emotions
were focused on the writing process and not the thematic issue. During the writing of the epic
poem, his emotions were in regards to the genre format and concern over the writing process.
Johnny’s emotional states during the writing of the dramatic poem were more positive and
focused, with more attention given to his own aesthetic pleasure. It was during the reflective
poem that Johnny indicated his strong emotions of anger directly to its source. After this strong
reaction, his state moved to “no emotion.”
Johnny explained in the Ending Questionnaire that he was able to “correlate the type of work
with the type of emotion that he felt.” After allowing himself to “feel” the emotion, he would
“write in the vein of it.”

Descriptions of Consciousness State Experiences
Johnny displayed a variety of consciousness state changes during the writing of the four
poems. Although he began the lyric poem in regressive/reflective states which sometimes
occurred simultaneously, when his emotions became very negative, and he experienced a tacit
state of his adrenaline pumping, his consciousness state became confused. During the writing of
the epic poem, Johnny experienced a sense of “rapture” or heightened awareness wherein he was
“amazed at life.” This state grew to a state of “expanded consciousness” where he has a
realization that the situation in the poem was “magic.” During the writing of the dramatic poem,
he indicated a normal/slightly reflective state which he described as experiencing “simple
aesthetic pleasure.” Johnny felt that during the writing of the reflective poem, he became normal
in a rational sense. It was during this poem, that he endeavored to face the truth about his
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thematic subject.
Johnny explained that he was able to evaluate his consciousness states more clearly if he
allowed some time to pass and reflected upon it.

Thematic Issue
Johnny explained that the writing of the lyric poem had helped in terms of his own writing
process, in realizing that he could compact his procedures and that his emotions had aided him
in completing a poem. He also noticed symbolic connections relating to his issue within the
poem that he had been unaware of when writing it. Johnny gave no indication that it had had an
effect on his thematic issue. After writing the epic poem, he gained a greater knowledge of the
nature of the issue, that it was“like an octopus--having different tentacles.” Although he realized
this, he indicated that he did not think that his issue would be altered. After writing the Dramatic
poem, he pointed out that the issue was “in the ‘c’ stage, before the denouement,” and that it was
“not quite in a state of closure,” besides implying that the conflict was coming to a conclusion.
After the writing of the reflective poem, he did not feel that his perspective had changed, but that
he could now write “realistically” about Lorraine. He also stated that, “My life doesn’t always
reflect what I write about my emotions in real life.”
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Case Study #2- Sally

Sally”s Description of Her Writing Process
Sally explained that she may be motivated to write poetry by a variety of influences,
including the hearing of a phrase or comment, viewing an interesting image or scene, besides
the experiencing of an event or feeling that she has “absorbed.” Emotions are a strong factor in
Sally’s writing which she explained are of a reflective nature and for the purpose of
“transpersonal or autotherapeutic help.”
Usually, after after she has received her initial inspiration, she formulates “a little germ of an
idea,” which she develops into a piece of writing. Generally, this is a “series of phrases”
involving the original idea, which are sometimes in the form of an alliteration, and “put a
bookmark” in her memory or write her ideas down on a small piece of paper. If she feels that an
idea may be successfully developed, she will usually keep it within her mind for two or three
days, giving herself “a relatively short window of writing opportunity,” to write about it or
possibly lose the connection with the idea.
Since Sally is both a poet and a songwriter, she related that some of her poems are written
with the intention of setting it to music, and she stated that her “natural instinct” is to write
metered, rhyming poems, though not exclusively. Usually beginning from a lyrical standpoint,
Sally felt that she likes to “play with” the creative use of language and enjoys the “rhythmic
feel” of poetry.
Unlike many poets, Sally related that, after she has begun writing, most or all of the poem
will be completed in “one sitting,” usually within several hours. She will find a time and place in
which she can have few distractions and be able to “lose track” of external stimuli which might
disturb the writing process. If after this writing time the work is not finished, she will have
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generally accomplished the first draft or more of the poem.
Sally felt that most of her writing takes place “on paper,” explaining that she doesn’t save
large numbers of ideas within her mind, but discovers these while writing. She will have paper
ready and “capture the flow” of the phrases and images which she has associated with the topic
“without being concerned about structure or form.” After this process has begun, “a little voice
starts weaving them together” within her, and completed lines of poetry become formulated. She
stated that inside her mind, “it becomes a back and forth and a little of this and a little of that,”
as she makes word choices and structural decisions. In a short period of time, she usually has “a
four-line stanza complete without a lot of struggling,” and after writing several of these or when
the poem is approximately half-way complete, she will go back and revise it. Her revisions
typically are not structural changes, but alterations in word choices. She likes to get most of the
poem finished within a short period of time because she stated that her enthusiasm for the poem
is “almost like a sparkler--it gets lit, it burns out, and then it’s out.”
Sally stated that she likes “putting feeling into words,” and usually after writing a poem, will
feel better emotionally. She felt that writing can be therapeutic because “it takes the feeling or
idea from the abstract, from that etheric zone of only existing in a very nebulous way, and gives
it a life.” If a poem is of a positive nature, she explained that it becomes “sort of a friend that I
can get to know or enjoy its company.” If it concerns more serious topics, it can help her “work
through issues.” Sally stated, “Maybe if you know who your enemy is and deal with your fear or
your anger over loss--sometimes making them into real beings gives you more of a handle. You
know who the enemy is and what you have to do to deal with that.”
Sally shares many of her writings through poetry or song and will read or sing “whatever of
my writings that people want to hear.”
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Sally’s Thematic Issue
Sally chose to write about the theme of “letting go,” which she explained was a letting go of
attachment to what is secure and what is known. She stated that there has been a pattern in her
life wherein she has had previous difficulties in situations and relationships which “had run their
course,” or were finished, in letting them go completely so that she could move on to more
meaningful experiences.
Sally’s Lyric Poem

Security

little one, you cling
so tightly to your mother
grippingly emboldened you stand
your hand in the strength of your father
rooted in the lifeblood of your home
surrounded by the only ones you know

little leaf, you cling
trembling, afraid to fly
watching your world transform
from green to gold to gone

I won’t go!

you say,
your edges curling
as your thoughts grow cold
numbly quivering in the wind

must i go?
leave all that i know?
forget my family?
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abandon my home?

the light softly shifts
and one final gust
is just enough
to set you

free

Sally’s Processing of the Lyric Poem with the Use of the Reflective Journal
Sally reported that in processing the poem, “the concept had been incubating for most of the
week.” She began the first draft by writing down poetic information in a stream of consciousness
type of writing which was “written completely from the perspective of the leaf.” On the second
draft, she wrote the poem using a third person perspective in which she spoke about the
situation of the leaf. Sally maintained that these first two drafts were primarily vehicles to
getting down the essential text. The shaping of the poem took place primarily during the third
draft wherein she became deeply involved. On the last draft, she made “subtle punctuation
changes,” which affected the message and meaning of the poem, besides adding a line of verse.
Sally stated that she purposely made the first verse “abstract” and “a little vague,” so that the
identity of the subject was not known immediately but revealed itself as the poem proceeded.
Within the poem, she merged the two perspectives of the leaf and the description of the leaf to
allow for the meaning of the poem to be seen from two aspects.
In using the Reflective Journal, Sally shared that “it was a bit uncomfortable at first--a little
bit uncomfortably structured, but I can put that aside.” She also stated that it felt “a little
artificial” to her, and she was challenged by the format of writing on a theme using distinct
drafts. Sally felt that “having to do all that and explain it was a little much.”
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Within the study, the subjects were permitted to determine the criteria which substantiated a
draft, and Sally was concerned whether she should recopy material if only small changes took
place.
Using different genres in writing poetry was also Sally’s “biggest fear,” so genre types were
discussed as well as the directions for genre usage.
In terms of defining her emotions and consciousness states, Sally felt that she must mark them
in directly after experiencing them because she could not remember them afterward. She stated
that “it was a little bit intrusive to the creative process to have to analyze,” and that the
consciousness states described by Krippner were too extreme. She also questioned whether
consciousness states should be the primary focus as opposed to that of “moods.” Sally felt that
the consciousness state of “normal” had many levels and that “consciousness states may or may
not apply to the process.” She also pointed out that it was difficult to separate emotions and
consciousness states because at times they seemed to merge.
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Sally’s Emotions and Consciousness States During the Writing of the Lyric Poem
.........................................................................................................................................................
Name: Sally
Genre: Lyric Poem (Security)
Number of Drafts: 4
Chronology of Emotions (Intensity):
1

2

3

4

sad (3)

sad (2)

sad (1)
no emotion

no emotion
felt sense (tired) (2)
tranquil (2)
tranquil (3)

3

4

Chronology of Consciousness States:
1

2

normal
normal
normal
normal
(slightly contemplative/
(focused
slight daydreaming)
concentration)
.....................................................................................................................................................

The Emotions Experienced
When Sally began writing, she was tired from working all day and felt emotionally
distracted. She began jotting down ideas, and as her involvement in the writing process
continued, her emotional state of “sad” grew less intense and lifted “due to the concentration of
working.” Her state moved to feeling “no emotion” while writing and then moved to a positive
emotion, that of “tranquil,” in the concluding draft. She stated that when she started out, she was
feeling “a little bit negative,” and ended “a little bit more positive.” Sally felt that the process of
working had taken her away from her initial feelings experienced during the early drafts, and by
the last draft, she was “tired” but felt a “sense of accomplishing something” by creating the
poem. She stated that, “It’s hard not to have some sort of feeling when writing poetry because
poetry involves some sort of feeling.”
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The Consciousness States Experienced
Sally began the writing of the poem in a “normal” state of consciousness but was slightly
contemplative and daydreaming. During this beginning stage of the poem, she felt that she was
“imaging” and “envisioning” the environment of the leaf by using “visualization,” and then
imagined being the leaf in a type of displacement wherein an emotional element was interjected
of an empathetic nature. She was also thinking about the “allegorical feelings” in relation to
herself and her thematic issue.

Effect on Thematic Issue
Sally felt that she was “surprised” to see that she was not in the same mood of being sad when
she finished writing the poem. She stated that to her “writing is an instinctive thing,” wherein
expression may help one to “work through something,” and that “maybe it helps with
awareness.” She also felt that it was “possible” that she might learn information about her own
transpersonal processes.

Sally’s Epic Poem

The Wild One

Alone upon the wind-swept plain
He stared into the sky
Too many months without a rain
The earth was far too dry
The ruthless wind twisted his hair
Burnt freckles on his face
He took his stance without despair
In the unforgiving place.
For in this same spot, each day he stood
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As the sun dropped in the sky
And watched and waited, as still as he could
For the herd to come thundering by.
And now at last he had a plan:
Today would be the day!
With twisted rope hidden in his hand,
He would stop him from running away.
To ride upon the magnificent steed
For many months he’d dreamed.
A hand of friendship was all he’d need
To tame him, so it seemed.
So every day, he braided rope,
And, practicing his throw,
He built his skill and grew his hope
As the ceaseless breeze did blow.
At last the time came for his chance
To try his new-found skill
While on the plain the wind did dance,
And, in his heart, a thrill.
The sun sank lower in the west
He watched with careful eye.
For he knew the place the herd liked best
In the darkness hours to lie.
And soon they settled upon the ground
For their slumber to begin
Near a freckled-faced boy who made no sound,
His scent hidden by the wind.
As their breathing stilled into the night,
He approached one he like best:
A rugged wild pony, brown and white,
Different from all the rest.
And quickly he threw, and landing true
The rope closed ‘round the pony’s face
But the cry of the terrified horse went through
The starlit open space.
Up to that moment, all he’d planned
Was to capture the horse of his dream
But the herd’s fear bolted out of hand
With the pony’s signaling scream.
What to do with the struggling beast,
The boy’s mind raced to know.
To hold him till his terror ceased,
Or give up and let him go?
He thought of the others running free
Like the spirit of the plain
And imagined his own captivity...
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he could feel the wild one’s pain.
So he bravely reached up, removed the rope
And turned loose the panicking horse
Saying good-bye to his innocent hope
As the herd flashed past on their course.
And every evening in that barren place
A red-haired boy you’ll find
On a dappled brown pony in a glorious race
He still rides him in his mind.

Sally’s Processing of the Epic Poem with the Use of the Reflective Journal
Sally chose to focus her thematic poem on a horse because she felt that they were a
significant symbol to her and because she has been “following an instinctive series of events”
involving encounters with horses. She felt that she could “connect” with the animal as a
representation of nature and the outdoors.
A friend had also told her that horses were symbolic of power, wisdom, peace, and the
carrying of responsibility in a balanced manner. She felt that power was a topic which was
significant to her theme of “letting go.” She saw a picture of a horse on a magazine cover which
inspired the writing of the poem.
Sally explained that becoming initially engaged in the writing process was difficult, but after
she began, the poetic information came out quickly, and the structure of the poem was
formulated in approximately twenty minutes. On the beginning drafts, she attempted to create
the story of the poem, wherein she captured “the flow of the story,” and in the later drafts, she
found a rhyme scheme, “made the lines stronger,” and corrected typographical errors.
In terms of her use of the Reflective Journal, Sally was challenged by the idea of writing an
epic-like poem on her thematic issue, besides the implication that she should “be involved
emotionally and to share that.” Along with this, she explained that noting in her emotions and
consciousness states with her narrative description was “a lot of elements to integrate.”
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Sally also related challenged by the thought of writing an “epic” poem, which entailed telling
a story. She felt that it had been “tougher to discover a story” and that because of that, the poem
had been written on a “deeper level.” She also felt that a poem of this genre should include
rhythm and rhyme and that the instructions in the journal were “clear but not in depth.”
In reference to her emotions, Sally brought forth the concept that there were many dimensions
to each emotion as in being “potentially sad” or “not fearful, but tearful.”
Sally also suggested several refinements to the journal. She felt that a narrative page could be
included, that colored paper should not be used, and that marking in the times passed might be
significant.

Sally’s Emotions and Consciousness States During the Writing of the Epic Poem
.........................................................................................................................................................
Name: Sally
Genre: Epic Poem (The Wild One)
Number of Drafts: 4
Chronology of Emotions (Intensity):
1
uninspired (3)

2
upset (3)
distraught (1)
calm (3)

3
pressured/
felt sense (nervous) (2)

4
fragile (4)
vulnerable (4)

Chronology of Consciousness States:
1
normal

2
3
4
felt sense (stressed) normal
intent concentration/
normal
(analytical)
very focused
(concentrated)
........................................................................................................................................................
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The Emotions Experienced
As she began writing, Sally had some difficulty in getting focused but became much more
deeply involved in writing the second draft. She was “upset” and began crying, and while a
substantial amount of information was written during this phase, grew “calm” and was
“involved” as she completed the draft. Sally began editing the poem on the third draft and filling
in “missing parts.” Her desire to complete the poem accounts for the “pressured/nervous” state
that she encountered. On the last draft, she was still editing the poem and became “fragile” and
“nervous,” but stated that, “This was my emotional state. It didn’t have a whole lot to do with the
poem’s process.”

The Consciousness States Experienced
As Sally began writing, she was in a “normal” state of consciousness but engaged in “more
mechanical” writing with “slight visualization.” By the second draft, she was deeply involved in
her writing, which she described as being in “creative flow” or “the creative zone.” She
explained that in this state she was using her imagination, but with only a slight mental picture,
and was involved in “more of an identification process” in which she placed herself in the role of
the characters within the poem. She stipulated that this “was not a trance state,” but a focused
inner concentration in which she perceived “rapidly occurring images” in a daydream-like state.
She felt that it was unlike the daydream in that it did not deal with reality or long-term memory.
Sally described this state further by explaining that she was “batting it back and forth until it
becomes clear,” and that she was “letting it carry me instead of me trying to force it.” She also
stated that it could be related to a “reverie” state and that she was writing “intuitively.” Sally
felt that this was a creative state and that her best work was accomplished when she could
“connect with creative process.” On the last drafts, her consciousness states became very
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focused in an “analytical” way as she completed the poem. Sally pointed out that she had had to
“counteract” more because of the nature of the epic genre, which she felt held greater
elements than the other genres.

Effect on Thematic Issue
Sally felt that significant symbols, particularly of the horse figure, were present in the poem
which related to her thematic issue. She stated that “it does speak to me,” that it seemed like a
message of help that she had written to herself but that it also felt like “someone else had
written it.” She shared the poem with a friend before the interview who pointed out that
significant connections with actual events she was experiencing were in the poem which were
related to her thematic issue.

Sally’s Dramatic Poem

The Firestone

I have a tale to sing to you
I have a song to tell
And I shall speak this melody
And try to do so, well

My story, you may doubt is truth
Its claim, may disbelieve
But hear me out, before you doubt
And doubting take your leave
My song is of a journey
A life-quest, so to speak
I went alone to find a stone
For magic I did seek
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This stone was no mere jewel
No tawdry sparkling toy
For whosoever held it felt
Incomparable realms of joy
The stories of its power
Passed from father down to son
But where to find this shining gem
Was a secret known to none
So off I went with wild intent
A foolish, fearless youth
Believing in this fantasy
Mistaking dreams for truth
For months I wandered endlessly
With but one thought in mind:
That fate would draw me near it
And the Firestone I would find
I crossed the Ancient Mountain
Where I felt the bite of frost
I swam the Raging River
In its waters, nearly lost
Fought bandits in the desert
Lived through landslide, fire and flood
Faced wind and rain, felt fear and pain
Bought survival with my blood
And still I saw it nowhere
And still I found it not
The only sign was in my mind
the treasure I had sought
Thus I headed homeward
And arriving, one night late,
I leaned my staff against the wall
To open the garden gate

I thought about my travels
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And the perils I had faced
With the bitter taste of failure
My mind inside me raced
To come home empty-handed
Was the one thing I’d feared worst
And standing by that iron gate
With silent rage I cursed
I spat in disappointment
On a small round dusty stone
And suddenly, the rock transformed
To a brilliant gem that shone!
Could this be the Firestone?
I gave a gasp of glee-For long though I had searched in vain,
The jewel had come to me!
Of this noble treasure, all my life
The tales had oft been told
Of fortunes gained, of wealth and fame
Of kingdoms bought and sold
Legions of mounted cavalry
Had been lost down to a man
And all for the lust of this diamond dust
Lying innocently in my hand
I thought of how I’d suffered
For the bauble I had found
And took my treasure, with final pleasure
And tossed it back on the ground
Oh you have listened patiently
And you have listened well
As I told you of this mission
And my story I did tell
So think you long and carefully
About the dreams you dream
And do not waste your life as I
In search of a useless gleam.
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Sally’s Processing of the Dramatic Poem with the Use of the Reflective Journal
Sally chose to write about the “letting go” of an object in this poem because the first two that
she had written for this study were about a plant and an animal. She had wanted it to be about a
“magical object--an object of power,” and wished for the poem to incorporate lessons about life
concerning the object. As the poem grew longer, she decided that it would center on the
finding of the object and the “letting go” of it.
Sally wrote the poem in three different locations: along a riverbank, parked in her car at a
hydroelectric dam, and while waiting for a plane to take off. She felt that to write,”It’s good to
put yourself in a different place where you don’t have your normal, everyday distractions.”
When creating the poem, she used significant bits of the first three drafts to piece together a
fourth draft. Her greatest concern over the poem’s content occurred during the fourth draft
wherein she felt puzzled because she “didn’t want it to sound moralistic or preachy.”
With the use of the Reflective Journal, Sally related that it didn’t feel like a personal journal
to her because of the structure and the writing activities that felt like “an assignment.” She
explained that a personal journal would have emphasized more writing about observations and
personal reflections rather than the descriptions of poetry writing activities.
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Sally’s Emotions and Consciousness States During the Writing of the Dramatic Poem
.........................................................................................................................................................
Name: Sally
Genre- Dramatic Poem (The Firestone)
Number of Drafts: 4
Chronology of Emotions (Intensity):
1
peaceful/calm (4)
tranquil (4), (ending) 2
pensive (3), (ending) 2
no emotion

2

3

wistful (3)

4

dull (4)
anticipation/
frustrated (1)
excitement (3)
relieved (4)
satisfied (3)
felt sense (tired)

Chronology of Consciousness States:
1
meditative
normal

2
3
4
normal
lethargic
normal
(reflective/
thoughtful)
.......................................................................................................................................................
The Emotions Experienced
Sally described that she was in a very relaxed “mood” when she began writing, which became
less relaxed as her concern grew for the writing of the poem. On the second draft, she attempted
to tell the same story with new words which made her “wistful.” While she wrote the third draft,
she became very tired and lethargic, but also felt a sense of relief, because she thought that she
had finished the poem. She completed the work by experiencing several positive emotions,
explaining that she “was glad when I was done.”

The Consciousness States Experienced
Before writing, Sally engaged in a meditation exercise, but her consciousness quickly
returned to “normal” when she began to compose the poem. She grew slightly more reflective
and thoughtful while writing the second draft and explained that this state was her definition of
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“reverie.” During the creation of the third draft, Sally was waiting for a plane, and her
consciousness state became “lethargic” with her thoughts “meandering” and having “lack of
direction.” She had felt throughout the writing of the poem that she “was writing, but I wasn’t
flowing with the writing. So it was work instead.” On the completion of the last draft, she
returned to a “normal” state of consciousness.

Effect on Thematic Issue
At first Sally had felt that the poem had had no effect on her theme of “letting go,” but later
stated that she felt that she had created a “parallel meaning” within it which related to a present
situation taking place in her life. She reported that there were several significant messages in the
poem that the character within the poem experienced: 1. All of the searching for the firestone
wasn’t worth the effort. 2. That there is danger in power when it is negative. 3. In the end, having
a stone of power “won’t do you any good.” and 4. That there are problems involved in getting
what you want.

Sally’s Reflective Poem

SCENES FROM A LIFE
BAM! BAM!
Her fat fingers clutch the wooden mallet
Strike the smooth red peg
Make it go down, down, bye-bye.
Where go? Wannit back!
Pick, pick, fall and drift, drift and fall.
She sits in yellow sunpuddles
On the daisy-crowned hill
Her slender young fingers pluck and drop,
Pluck and drop
Wondering if he does--or does he not?
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Scrubbed and shiny
Lunch box gripped in his sweaty little hand
He climbs on Big Yellow Machine.
He kisses.
She watches.
He waves.
She sighs, and goes back inside,
Without her shadow.
From the hard wooden bleachers
She snaps a split-second eternity:
One head in a sea of hair
One robe in an ocean of shoulders
One tassel waving in a field of gold.
And FLASH! he is gone
Off to become all that he can be.
She walks inside the too-quiet house
And turns on the TV.
The porch swing squeaks on rusty chains
Amid the front door clutter.
The yard, a haven now for wild ones
Hiding in unharvested grass.
She drives by and tries not to look
At what is not her home.
Instead she stares at the untanned line
On her finger against the wheel.
Beside the stiff white sheets
They sit and talk of nothing.
Inside the shell, her light fades.
Mottled, gnarly knuckles
Worry the sheet for the last time.
The light goes out.
They watch, and wonder, and weep.

Sally’s Processing of the Reflective Poem with the Use of the Reflective Journal
Because the other three poems that Sally wrote for the study concerned a plant, an animal,
and a mineral, she had wanted this poem to focus on people and the “letting go” of relationships.
She also chose to write the poem in free verse and since another of the poems had been written in
this manner, and the other two had been rhyming poems, she had hoped for a balanced series of
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poems.
Although the poem is divided into six “vignettes,” Sally felt that “it didn’t start with one
person’s story,” but that it became so as the poem unfolded. Each scene concerned varying
aspects of loss or “letting go” from one woman’s infancy until her death.
Within the first scene, a child first endeavored to understand the concept of “letting go”
through the use of a pegboard. Scene two depicted a young girl who was light-hearted about
relationships and the “letting go” of them. The next scene involved a mother letting her son go to
school for the first time. Next, the son leaves to go into the army and the mother lets him go
permanently. The following scene concerns the woman’s loss of a marriage, and in the last
passage, the woman is old and passes away.
In terms of her use of the Reflective Journal, Sally again related that she wrote in her
emotions and consciousness states as soon as they occurred, because “it had to be an immediate
perception,” and that she “got into the habit of writing it down” shortly after they were
experienced, although she sometimes found that it was “easier if you give it a little time and
come back to it.” Sally also suggested that changes in mental states might be acknowledged at
the beginning and the ending of each draft. She felt that noting the states could be “helpful” for
personal change but that possibly questions could have been placed within the journal or a
format could have been used which allowed for more reflective activity.
Sally again used her own white paper for the writing of the poem. She stated that she had
enjoyed writing the four poems on a chosen theme because it allowed her to have a “collection”
of work on her issue. She commented that she had like selecting a theme and writing about it,
even if it didn’t concern genre.
One area of concern discussed was the merging of drafts because a word processor had been
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used to write the poem. She felt that this led to revision as a “continuous process,” and that this
merging of drafts had been due to the nature of making word choice changes with the use of the
computer.
Sally also expressed positive statements about the use of the mixed genres in the study. She
stated that, she “had never done that before.....it had been helpful....and thought-provoking,”
although she felt the directions needed more elaboration and that examples of the genres should
be included for a better understanding.
Sally’s Emotions and Consciousness States During the Writing of the Reflective Poem
.........................................................................................................................................................
Name: Sally
Genre: Reflective Poem (Scenes From A Life)
Number of Drafts: 4
Chronology of Emotions (Intensity):
1
relaxed (3)
tranquil (3)

2
interested (3)
anxious (1)

3

4

lonely (1)

interested (4)
accomplished (4)

Chronology of Consciousness States:
1

2

3

4

felt sense (tired)
normal
normal
normal
normal
(distracted)
........................................................................................................................................................

The Emotions Experienced
When writing this poem, Sally awoke very early in the morning and began writing in a
“relaxed” and “tranquil” state. She put the draft aside and came back to work on it five hours
later and was “interested” in what she had written previously because she could barely remember
the content that was first written. She had also felt “anxious” because she was supposed to
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report to work soon, along with her concern for the poem, when she had “not been sure it was
coming together,” and “wasn’t sure if it made sense or what I wanted to do.” Later in the day,
she wrote the third draft and felt “lonely” after reading the poem “as a reader not a writer.” When
she completed the poem, she was “interested” in it and felt “a sense of having accomplished
something.”

The Consciousness States Experienced
As Sally began writing, she was “tired” from just waking up and in a “normal” state of
consciousness. During this time, she wrote very quickly, and she expressed surprise that before
she knew it, “I had written a draft.” On the second draft, her state continued to be “normal” but
was “distracted” because she had little time to write and was indecisive about the contents of the
poem. She completed the poem by having a “normal” state of consciousness wherein she made
several editing changes.

Effect on Thematic Issue
Although initially Sally was unsure as to whether the writing of the poem had had an effect
on her thematic issue, after reflecting on it, she felt that it had “broadened” her thinking on loss
and “letting go,” which may relate to other situations in her life. She had realized that the poem
was “closer to home” because it dealt with humanity and relationships, allowing her to
contemplate some of the ways that people cope with “letting go.” Sally began with a “broader
concept” but soon realized that the poem was about one woman. She felt that the poem had
“reinforced” her knowledge about basic and universal truths, that “this is a very integral part of
life. Everyone has to go through it over and over again. It’s part of being human.”
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Sally’s Responses to the Ending Questionnaire
Sally felt that the instructions for the Reflective Journal were clear and rated this as a 2
(agree). She added that she would have like some poetry examples within each genre or more
detailed instructions for the writing of the genres. She felt that she needed more training for
distinguishing the genres.
In terms of selecting a thematic personal issue, Sally could easily do this and rated this
question as a 1 (strongly agree). When I asked her to be in the study, she felt that she was going
through a “personal crisis” relating to the issue.
Sally felt that she could compose a poem for each genre relating to her thematic issue and
rated this question as a 1 (strongly agree), although she stated that she was unsure if her poems
“matched” the genres.
As to identifying her emotions and their intensity, Sally rated this as a 2 (agree). She felt that
it was sometimes difficult. She felt that identifying the intensity of the emotions was easier than
identifying the emotions themselves.
Sally felt that, in terms of identifying her consciousness states, she would “agree and
disagree, rating this a 3 (neutral). She identified them all as normal with descriptions of their
differences. She did not think Krippner’s model was appropriate for describing all of the
consciousness states.
As to perceiving a personal change related to the poetry writing, Sally rated this as a 3.5
(between neutral and disagree). She stated that she “didn’t think so,” but that she experienced
personal change in relation to her thematic issue, but that she didn’t think that this was a direct
result of the poetry writing. Sally stated that it was possible that the poetry writing had
influenced her on a subconscious level, and that it may have been one element that contributed
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to the change that she experienced, which was of an “emotional or affective” nature. She said
that the writing of the poems did “other” things for her, including inciting the desire to gather a
collection of her poems.

Summary of Sally’s Use of the Reflective Journal

Journal Procedures
At the beginning of the study, Sally felt that the Reflective Journal was challenging in that
the subjects had many other activities to engage in besides just the writing of the poem. She
related that writing on a theme, identifying emotions and consciousness states, writing this in
narrative form, differentiating drafts, and being involved emotionally were many elements to
integrate. Although she explained that she felt the journal was “a bit uncomfortably structured”
and “a little artificial,” Sally was able to successfully complete all of the activities in the study.
Sally also related that at times the Reflective Journal did not feel like a personal journal
because of its structure which made the activities seem “like assignments.” She felt that a more
personalized journal would have emphasized more of the writing of observations and personal
reflections rather than limit itself to just poetry-writing activities.
Throughout the study, Sally made several significant suggestions on refinements for the
Reflective Journal. These included the use of an extra narrative page, no colored paper, the
noting of times passed between drafts, and using questions in the journal which might unleash
more reflective activity. She also felt that examples could be given for the different genres of
poetry and she was unsure as to whether she had appropriately written some of the poems within
its genre.
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Descriptions of Emotional Experiences
After the writing of the lyric poem, Sally noted that her emotions had changed from being
negative to being of a more positive nature. This related to the feeling of accomplishment that
was experienced because she had created a poem. When she wrote the epic poem, Sally
experienced a deep emotional state of “upset” as she was creating the major material of the
poem, and afterward felt “pressured” to complete the poem. During the writing of the dramatic
poem, Sally experienced a variety of both positive and negative emotions and their intensities
but concluded with positive feelings related to completing the poem wherein she expressed that
she was “glad I was done.” While writing the reflective poem, Sally also experienced both
positive and negative emotions. Sally felt “lonely” after reading her own work when it was near
to completion “as a reader not a writer” but finished the final editing by feeling a sense of
accomplishment and being “interested” in her own poem.
Sally felt that, at times, her emotions were difficult to identify, but identifying the intensity
was easier.

Descriptions of Consciousness States
Sally experienced a variety of consciousness states while writing and was adept at describing
them. Although she did not like to refer to Krippner’s states because she felt they seemed too
clinical, she described many artistic states which she felt were “normal.” While writing the
Lyric poem, she expressed that she initially used contemplation, daydreaming, “imaging,”
envisioning, empathetic displacement, and allegorical feelings to create the basic contents of the
poem. As she completed the poem in an editing phase, “normal” became a focused
concentration. When Sally wrote the epic poem, she began by writing mechanically with the
use of slight inner visualization but moved to a “deeper level” as she proceeded to write the
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majority of the poem. It is important to note that Sally characterized her state as “normal,” but
she experienced a state which she described as “creative flow” or “the creative zone,” and within
which she used her imagination which entailed having a slight mental picture but engaging in an
identification process of “inner concentration.” She stated that it was an intuitive state possibly
close to a reverie wherein she experienced rapidly occurring images in a daydream-like state and
was “letting it carry me instead of me trying to force it.” Sally stipulated that this “was not a
trance state.” She moved from this state to the editing phase of the poem wherein she
experienced analytical states and a very focused concentration. During the writing of the
dramatic poem, she was more distracted by outside events and, although becoming “reflective
and thoughtful” for a short while in a state somewhat like a “reverie,” she “wasn’t flowing with
the writing so it was work instead.” When she wrote the Reflective poem, Sally was also “tired”
and distracted by outside events and experienced a normal, everyday type of consciousness state
throughout the writing of the poem.

Thematic Issue
After the writing of the lyric poem, Sally expressed that she had been “surprised” to see
that her emotions had changed during the writing process. She stated that poetry writing “maybe
helps one to work through issues,” that it “maybe helps with awareness,” and that it was
“possible” to learn more about her transpersonal processes. When she had completed the epic
poem, she related that she had used significant symbols in the poem that related to her issue and
that the poem “does speak to me.” She stated that the poem seemed like a message of help that
she had written to herself. After writing the dramatic poem, Sally stated that she had created a
“parallel meaning” to her issue and that several significant messages were conveyed in the poem
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relating to “power” which was a component of her thematic issue. On the last reflective poem,
Sally felt that writing the poem had “broadened her thinking” and was “closer to home” because
the poem dealt with relationships. Writing the poem allowed her to “contemplate” the ways in
which people learned to cope with her issue and reinforced her knowledge of “basic and
universal truths” that everyone experiences forms of “letting go.”
At the end of the study, Sally related that there had been “an emotional or affective” type of
change regarding her thematic issue but was unsure as to whether the poetry writing contributed
to this change. She felt that it was possible that, on a subconscious level, the poetry had been
one element that may have contributed to this, although she did not feel that the change was not
a direct result of the writing.
Sally stated that the poetry writing had helped her in “other things,” one being that it
increased her desire to gather a collection of her poems.
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Case Study #3- Mark

Mark’s Description of His Writing Process
Mark stated that he usually writes because a group of words or a sentence is in his mind
which carries with it an inspired feeling. Although he generally doesn’t “know what the phrase
or the poem is about,” Mark will hear the words “musically,” acknowledge it as “a fresh,
inspired phrase,” and possibly carry it internally for between an hour to two days before he
begins to write. Feeling that is poetry is “language-generated,” Mark related that his poems are
“a natural release,” wherein no decision-making processes are involved. He explained, “I don’t
even know that the poem is there until the language comes. When I hear it--the poem comes...
maybe the poem’s about something--maybe it’s not, but it’s generally language-generated.”
Occasionally, Mark may also be inspired by another poet that he admires. After encountering
a work of poetry that he has appreciated, he may begin jotting down language if the poem has
had significant meaning to him and may write on a continuation of the same theme that he
has read about.
Mark described that he is a “channel” for poetry, that when he begins to write, he doesn’t
know the content of the poem or what he has written until he reads it later. He explained, “I
would say that it’s always channeled. The voice is always a channeled voice. What does
channeling mean? It feels like that other voice--that creative voice. Of course it’s my voice, or
maybe it’s not, but it always feels given to me.”
Mark reported that after he has written down the beginnings of the poem,”If the language is
inspired, if it feels fresh and alive, I just keep writing until it’s all out.” He will then continue to
write, and if the major content of the poem is not formulated during the first draft, he may put the
poem aside or abandon it completely. He stated, “If I don’t get all of the poem in the first draft,
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it’s harder for me to get back into it. But the poem is usually in the first draft--somewhat. The
language it will just come alive...I just go with it.”
He generally begins with a handwritten draft and will begin making revisions by the next day.
Much of Mark’s writing is done during the early morning hours, and after the poem is nearly
complete, he will type it and “put it away for about three weeks,” After this period, he views it
with “fresh eyes and checks to see if the poem has “power.” Mark stated that he’d “never
finished a poem in a week,” although he was receptive to trying it as this study required.
His usual process after editing will then be to put the poem away for another three weeks,
review it again, and finalize it. Particularly important to Mark in his editing is distinguishing
between “what’s real, what’s authentic, and what’s craft.” He explained that while he is writing,
he will “start pouring the craft--what feels crafty,” using his technique and talent to develop
structures and word choices within the poem. Yet in the final phase of editing, he will “try to do
away with craft,” and revise the draft so that it substantiates “real voice.” He will then edit out
“the language that says it,” and replace it with more authentic language which feels emotional to
him.
Part of this process is the oral editing of the poem. Mark explained,”Hearing it aloud helps me
discern whether I’m on. When I hear myself read it, my mouth will trip over what is crafty. What
isn’t real. My voice will delight in what is real. I’ll feel myself reading those parts with more
inspiration. And when I’m reading the crafty, technical parts, my voice will trip over it. That’s
usually an indicator to scratch it out. If I find myself stumbling or slowing down or not putting
any energy into that. Other parts, I’ll just know they’re right.....I hear what it is that I’m saying
and I can just feel it.”
After completing the poem, Mark will generally share the poem with a few trusted readers or
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friends to get a reaction or response. He hasn’t published any of his poems for some time,
but has a collection of them in manuscript form which he will be trying to publish soon.

Mark’s Thematic Issue
The theme that Mark chose to address within his poetry was that of the “opening of the
heart.” He defined this as meaning “being as vulnerable with my emotions as I can,” being able
to take emotional risks, and “stretching the emotions of the heart.” Mark felt that he was
working on this issue in other areas of his life and that it would be appropriate to address this
topic within his writing.

Mark’s Lyric Poem

FRUIT
Lick here along the heart’s corridor.
Lose your tongue in the valley of salt
clefting the chest. Bite into the shadow
of the leaning breast, the sleeping breast.
Praise the holy man
who knelt here, skinned a pear,
and himself fell asleep, the fruit
uneaten in his palm.
Praise the holy woman
gathering fruits in her arms,
too many to manage at once,
and only one tongue
to sort sweetness from sweetness.

Mark’s Processing of the Lyric Poem with the Use of the Reflective Journal
Mark began processing the poem when he awoke one morning with a phrase in his mind in
which he compared his body to “the fruit of a full night’s sleep.” He then began imaging that his
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body was like a salty food. Immediately afterward, he got up and composed the first draft of the
poem. The first phrase he used was, “Taste the fruit of a full night’s sleep,” and he conceived
two images, one of the body being a fruit and one of a spiritual man.
Upon writing the second draft, he added the image of the woman carrying the fruit in her
arms. This was based on a natural, physical image that Mark had encountered while traveling to
Indonesia, where he saw women pulling papayas and mangoes from trees and where some fell to
the ground. Mark had not realized that this was a real-life event until after the draft had been
written. He also added the image of the woman in the first stanza and explained this as being
“the idea of the beloved merges from myself to her.”
When Mark conceived the image of the fruit woman, he knew that it would be the ending
image in the poem. As to the images Marks used, he stated,”I felt it all went together but I didn’t
know how it was going to appear,” and initially he “had no idea” of the meaning of them.
In terms of his use of the Reflective Journal, Mark related that he had taped his drafts into the
journal, but had had difficulty identifying his emotions and consciousness states because he
didn’t think that he wrote “from any discernible emotional place,” and that he was basically
writing for his own pleasure. He felt that during the writing he was in “the zone,” wherein he
would find a “connection with the flow” of his languages and possibly be distracted from the
poem if he thought about his mental states. He stated that he “didn’t want to do it,” and that it
felt “unnatural” to discuss them.
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Mark’s Emotions and Consciousness States During the Writing of the Lyric Poem
.......................................................................................................................................................
Name: Mark
Genre: Lyric Poem (Fruit)
Drafts: 2
Chronology of Emotions (Intensity):
1
felt sense (salty)
peaceful (4)
musical (4)

2
musical (3)

Chronology of Consciousness States:
1

2

trance (flow)

meditative/reflective
trance (flow)
........................................................................................................................................................

The Emotions Experienced
In reference to his emotions, Mark stated that, “The poem might be emotional, but I don’t
write from a discernible emotional place.....if there was an emotion present it would be
connected to flow--so there would be peace.” Mark also felt that he experienced the emotion of
being “musical” because that too is “connected to flow.” He described this as being an auditory
experience but also “where the music is,” and that being in this state allowed him to be musical.
Although he wasn’t sure if “musical” was an emotion, he felt that it might be similar to an
emotional state. In the second draft, he became more “intellectual” as he refined the poem, but
he continued to feel “musical,” although with less intensity. At this phase in the writing, he was
reading the poem aloud “to hear where the music is and where it isn’t.” Mark explained that this
was the way he tested “whether it makes sense or not,” and ‘whether it has music to it.”
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The Consciousness States Experienced
Mark related that he was in a “trance” state when he began writing the poem and that he
actually wrote the first few lines with his eyes closed when he was still in bed. He explained that
his state was similar to being in a sleep or dream state and that, at times, he will fall asleep with
the pen in his hand while he is writing “dream images.” Mark reported that within this state he
doesn’t experience much visual activity but rather auditory images which are coming to him as
words. He stated,”I more so describe the images I hear. So I’m hearing a lot. I’m absolutely
hearing a voice--a dream voice handing me dream images. I’m auditorily transcribing what I’m
hearing auditorily. I’m not seeing images until I have the language.”
Mark continued to describe his trance state. He explained, “I’m very much in an altered statea hypnotic state where I’m entranced with the music in my head and the voice that come through.
Almost as though I was listening to a signal of altered tapes--that has an alpha/theta signal on
them. The music and words coming into my consciousness have the effect of creating an
altered state where I wouldn’t even be aware of my body or sounds in the room. I’d be in an
altered state of writing the music--no outside sensing--a deep state--a trance state.”
When he was creating the second draft, he felt that his state was “less deep” and that there
was less language being formulated. He was “less focused on the new music coming in and
more focused on the sense of what’s already there.” During this phase of the writing, he was
“making it right....making more sense...and making it more musical by taking things out or
adding them.” For a short while, he went back into a trance state to create more language for the
poem.

Effect on Thematic Issue
Mark stated that emotion was not strikingly present within the poem but that he thought it
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was more representative of a sexual desire for intimacy. He had sexual images of his ex-spouse
while writing the poem, and he thought that the other images were indicative of “sexual
vulnerability,” and “sexual awareness.” Although he had been unaware of this while creating
the poem, upon reflection, he could see a relationship of the poem to “the opening of the heart.”

Mark’s Epic Poem

I DON’T KNOW

I don’t know. I just don’t know.
I can’t even own what I have done.
I let my baby go
And now I’m all alone
with these feelings and a glass of rum.
She was good to me. She shared my bed.
When I was sad she held my head.
I left her for a lie:
The grass is greener on the other side.
But now I know it just ain’t so.
What can I do? What can I say?
I can’t even fake it another day.
If I call her on the phone
She’d be harder than a stone,
And I’d be a wad of clay.
I don’t know. I just don’t know....
Why a man’s got to be this way.
Why does he kill the thing he loves
And expects to rise above
into a heaven that he creates.
Show me compassion. Forgive my soul.
I was human, God only knows.
If I leave another one,
I’m gonna use my gun
And end this game I play.
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Mark’s Processing of the Epic Poem with the Use of the Reflective Journal
The motivation for this poem was a work by Oscar Wilde in which there was a line of verse
that implied that “we kill what we love the most.” Mark felt that he has always been “inspired”
by that thought, and while strumming his guitar one evening, had thought of that line and started
singing the phrase,”I just don’t know.” He thought that this idea sounded “true” and began the
writing of the poem.
Mark described the writing of the first draft,”I wrote some lines down. I don’t know what I’m
talking about. These are just thoughts. So from that came the poem.”
Concerning the second draft, Mark explained that it had “nothing to do with the first draft.”
In it, he made major structural and content changes to the poem, but kept the first verse of “I
don’t know” because he thought that it was still the “best” verse. He felt that,”From there, it
started to be an epic. It started to tell a story. It had a past. That’s what I guess I see an epic as.”
Mark related that all of the poem sounded “authentic” to him with the exception of the last
line. He stated,”I’ve never used my gun, but it rhymed with ‘one,’ “ and pointed out that all of
his poems have an internal rhyme scheme. He also felt that the line,”I left her for a lie--The
grass is greener on the other side,” was “not necessarily a great line but very authentic.”
After using the Reflective Journal, Mark stated that he had felt “rebellious” toward it. He
stated,”It represented taking art and breaking it down to its intellectual constructs for me. I’m
lucky if I can get the space of art at all. I didn’t need another barrier.”
Mark also explained that using the journal sometimes felt like it put “artificial constraints” on
him because it was “difficult to enter, open, make sure I was on the right page, make sure it was
under the right category,” although he eventually organized it. He felt that using a journal “is a
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more conscious action to write” and made him more “conscious.” He stated, “Sometimes when I
write, I don’t have the consciousness. I’m lost--being words and emotion...When I’m writing, I
don’t even know I’m writing.” Mark also felt that the journal “isn’t good for my style,” and he
had questions as to whether he had really written an epic poem.

Mark’s Emotions and Consciousness States During the Writing of the Epic Poem
......................................................................................................................................................
Name: Mark
Genre: Epic Poem (I Don’t Know)
Drafts: 3
Chronology of Emotions (Intensity):
1
wistful (5)
sad (5)
longing (5)
remorseful (5)

2

3

wistful (5)
sad (5)
longing (5)
remorseful (5)

no emotion

Chronology of Consciousness States:
1

2

3

remembering
remembering
normal
trance
trance
(intellectual)
(poetic/musical
(poetic/musical
flow)
flow)
.........................................................................................................................................................

The Emotions Experienced
Mark related that the poem was in reference to a romantic relationship that ended three years
previous to this study. He stated that, “It’s positive that I’ve grown, but it didn’t have to end.” He
identified very intense feelings about the ended relationship and also was “remorseful” because
he ended it. The very intense feelings were not present for the final editing of the poem.
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The Consciousness States Experienced
During the writing of the poem, Mark went into a deep trance state again wherein he felt that
words and images were “flowing continually.” He explained,”It’s like I’m a fisherman. The fish
are flowing down the river, and I’m just pulling out the one’s I can grab onto. That’s the best
image. There’s always fish in the river, and I’m the fisherman.”
Using the guitar particularly influenced Mark’s state. He stated, “I was in a cadence and in a
groove movement--rocking--feeling music--feeling a cadence. I can say drunk with movement...
I was in the trance of a cadence. To me, that’s a consciousness state. Just feeling the music. I
don’t know if it’s just feeling music--in a groove. It’s a flow state.”
Mark described this further by reporting, “In the flow state, several things are going on at the
same time. I was playing my guitar and all of a sudden the chord resonated something inside me.
This chord alone was enough to get a flow state happening. At the same time, I was ruminating
on that line, ‘Why does a man kill the thing he loved?’....Words are flowing through my head-words and images--like John Lennon’s, “Words are streaming out into a paper cup,”--that’s how
it is.”

Effect on Thematic Issue
In terms of his thematic issue, Mark felt that the poem related “in a big way.” He explained,
“I ended the relationship, but what I didn’t see was I was closed down. Instead of looking at my
stuff--I left. Now I get totally what the poem gets. ...The relationship was solid enough--it was
my stuff I wasn’t looking at. The barrier was my closed heart. It was keeping the relationship
from happening. What I’m getting now is I didn’t have to end it. I could have worked on it. It’s
about opening the heart for me.”
Mark also reported that the poem had “cleaned up” his issue, that he realized that he felt
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“more strongly” that he had known and that the poem was about a “guilt-ridden” man. Mark
acknowledged that he had “felt some completion” about the issue, and that because of writing
the poem, “I put guilt and remorse on the page and could walk away from it. It was helpful to do
that.”

Mark’s Dramatic Poem

IN THE KINGDOM OF DUST

I love you for your soul which shines
and not your hair alone
which fills my mouth in dreams and ties
my heart to yours. The light
which fills you fills the path
behind you so that I might follow
and not stumble among the stones
of our dead left behind.
I have no mother but you,
no sister but you, no lover
but you and God, no father
but God, no God but God
and you, though my heart if full
of blood, God’s blood, blood from the ox
whose throat sings blood from the bowed
end of the knife. In which key shall I sing to you?
In what key shall my heart break
singing? There are words I cannot sing,
words I cannot write, feelings I keep folded
like sheets in an attic drawer, in the kingdom
of dust where together we will come to rest
when our knees can no longer hold our weight
and our souls are free to reign weightless.

Mark’s Processing of the Poem with the Use of the Reflective Journal
Mark related that this dramatic poem is “an etheric dream-scaped type monologue.” His
intention was not to put any images or concrete details into it but to develop a clear, dramatic
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voice.
The first words of the poem were again formulated when Mark first awoke in the morning.
He remembered his ex-spouse’s hair in his mouth and face when he used to awaken with her by
his side. He also remembered a poetic phrase by Yeats that he had always admired from the
poem “For Anne Gregory,” which refers to a girl’s “yellow hair.” These two elements inspired
Mark to create the poem as a voice to his lost love.
Within the poem, Mark wished to address his thematic issue so he wrote the poem for her in
reference to his feelings about this. He explained that he endeavored to display that she was his
“family” and “a greater love,” that she had played many roles in a kind of relationship that Mark
had never experienced before. He felt that this was the relationship in which he had “learned to
love,” and within the poem, she became the “all” in a union which had allowed him to open his
heart and allow intimacy. The line,”My heart is full of blood,” refers to him having a “heavy
heart” but learning how to open his heart through her, and “There are words I cannot sing”
refers to his acknowledgement of not being able to open his heart all the way.
While he was writing the poem, he had little recall of the activity of writing or the contents of
the poem. He explained, “I don’t know what I’m writing about until it’s done. I don’t choose a
topic. I just write.” Most of the poem except for a few words were formulated within the writing
of the first draft. Mark stated, “That’s pretty much when I know I’ve got something.”
While using the Reflective Journal, Mark did not wish to use different drafts because “it was
too difficult,” but instead, used different colors of pens to distinguish the drafts. He explained
that though this way was more “messy,” he was inclined to “just have to do what I do.” He
explained, “What I do is scratch and read--scratching things as I’m reading, and I’m not very
conscious about the process.” He related that even drafting with colored pens “feels artificial” to
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him.
In regard to the use of the dramatic genre, Mark felt that he could “recognize another voice”
within him when writing in the genre and liked the poem the more he had heard it. He was
“pleased”because the poem felt “true” to him.
Mark’s Emotions and Consciousness States During the Writing of the Dramatic Poem
........................................................................................................................................................
Name: Mark
Genre: Dramatic Poem (In the Kingdom of Dust)
Drafts: 3
Chronology of Consciousness States (Intensity):
1
love/longing (4)

2

3

admiration (4)
praise (4)
acknowledgement (4)
love (5)

sad (4)
spiritual longing (5)

Chronology of Consciousness States:
1

2

3

trance
trance
normal
(hypnotic memory/musing) (hypnotic memory/musing)
.........................................................................................................................................................

The Emotions Experienced
Mark began the writing of the poem experiencing feelings of “love” and “longing” because
he missed his lost spouse. He again stated that it was difficult to separate the emotions and
consciousness states by saying,”I would say emotions are the consciousness states. I have a hard
time with what a consciousness state is. I was in an emotional place of memory.”
While writing the second draft, his new feelings emerged because he was thinking of “how
she’s so spiritually full--so full of light.”
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During the writing of the third draft, his emotions became more negative because of his
realization about himself,”That’s who I am and who I’m not.”

The Consciousness States Experienced
Mark explained his consciousness state during the writing of the dramatic poem,”Where
was I? The same place where I am in all my poems. It’s never really any different. Even when I
revise, I step through a door, and I’m in that place. Where is it? In the freedom of the internal
landscape--dreamscape....A phone ringing would jolt me into the present. It’s sort of a joyful
state. There’s a joy of presentness that exists when I’m in that internal state. It’s a state of
meditation. The palate of the mind there isn’t clear or vacant. There’s lot’s going on in this
landscape--lots of images. It’s an imagistic state, but the body chemistry is pleasant. Body
chemistry is also what I would call emotions--body-pleasant emotions--wistful, dreaming
visions. Chemicals may be being excreted--endorphins.”
Although Mark felt that he was “in the same place,” he had also added a different descriptor
and possibly a different dimension to his state, that of “hypnotic memory/musing.”

Effect on Thematic Issue
Mark felt that this was “a love poem,” which was very much about vulnerability and the
opening of the heart. He acknowledged that after he wrote the poem, it affected him deeply and
made him feel “very free,” “very tender,” “very open,” and that it increased his sense of
vulnerability. He stated that he liked the poem because “it feels vulnerable to me. Feels like
there’s a lot of feeling in it--a lot of heart--a lot of revealing for me, and it came out clear.”
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Mark’s Reflective Poem

THE GATE
Last night I waited for you
and wasn’t disappointed.
I flew down the steps and up to the ceiling
without touching either. My soul, though,
trained like a dog, knew not
to pass through the wood and concrete.
That’s when you were gone and I awoke
to my heart nearly ejecting itself.
Since you entered your death
I haven’t been able to hold back
these words or feelings. How much
do you have to do with this?
That night, you opened your gate for good.
Suddenly we are both free.

Mark’s Processing of the Poem with the Use of the Reflective Journal
This poem related to Mark’s uncle who died a year ago and whom was very close to Mark.
After his uncles death, Mark wrote twelve poems about him. He stated in reference to them,
“They were too early. There was too much grief. None were mature enough. This is more
mature.”
Again, Mark began writing the poem upon waking up in the morning when, just having had a
dream about flying with his uncle, he awoke with his heart pounding or his “heart nearly
ejecting itself.” He explained that within the dream, “It was just like it says. We flew, but my
spirit didn’t leave the roof, and it stayed within the bounds like a dog.”
Mark reported that the majority of the finalized poem was created during the writing of the
second draft, that he had deleted much of the first draft. One line in particular was especially
troublesome in the writing,”My soul trained like a dog not to pass through wood and concrete,”

136

had to be reworded “a hundred times,” before he was satisfied with it.
In using the Reflective Journal, Mark felt that he was mainly writing because he felt
“accountable” to me. He stated, “When I sat down to write with an intention--nothing would
come. When I didn’t plan it, things would come. But it worked.”
Mark’s Emotions and Consciousness States During the Writing of the Reflective Poem
.........................................................................................................................................................
Name: Mark
Genre: Reflective Poem (The Gate)
Drafts: 2
Chronology of Emotions (Intensity):
1
wistful (5)
sad (5)
felt sense (hyper)

2
wistful (5)
sad (5)

Chronology of Consciousness States:
1

2

spiritually attuned/aware meditative/reflective
prayerful/enlightened
remembering
......................................................................................................................................................

The Emotions Experienced
Mark explained that all of the emotions involved in the writing of the poem were in reference
to his deceased uncle. Throughout the writing of the poem, these remained at a very strong
intensity.

The Consciousness States Experienced
Mark’s consciousness state was slightly different while writing this poem then in those that
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were written previous to it. He felt that it was a “spiritual” consciousness state and related that it
was “in the same space when I’m in prayer.” He wrote the majority of the poem during the
second draft wherein he experienced a meditative/reflective state.

Effect on Thematic Issue
Mark felt that with the writing of this poem that it did promote personal change because it
helped him to find expression about this tragedy. He stated, “The poem is very true for me. His
dying shut me down but also opened me up. It was an opening of the heart. Both a shutting down
and an opening up....I’ve been blocked since his death, and just getting to the feelings of loving
and missing him were very helpful to me. What’s been happening since he died--it’s as though
something’s been lifted from me, and writing about it is very helpful. I can really feel my
feelings when I write about it, instead of the grief being so blocking.”

Mark’s Responses on the Ending Questionnaire
Mark felt that there were “no problems” within the instructions which he thought were
“clear and simple;” he rated this question with a 1 (strongly agree).
In terms of selecting a thematic issue to focus on, Mark rated this with a 2 (agree). He felt
that he had had “to think about it for awhile,” because he didn’t want to limit the topic and feel
restricted within the writing.
Mark felt that he could successfully compose a poem for each genre that focused on his
thematic issue, rating this question with a 2 (agree), although he did not feel that it was an “easy”
task.
Regarding the identifying of his emotions and their intensities, Mark rated this with a 2
(agree). He related that he would wait until a lot of time had past before noting them, but felt
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that he recalled them accurately.
Although Mark was very descriptive of his consciousness state activities, he indicated that it
was sometimes difficult to identify his consciousness states, because “the right words” weren’t
easily found and the states given him were inconclusive. He rated this question a 3 (neutral).
Mark felt that he did perceive a personal change in relation to his issue and rated this with a
2 (agree). He felt that the activities in the study gave him “ a lot to think about” and helped him
to address his thematic issue, besides allowing him “an opening of the heart.”

Summary of Mark’s Use of the Reflective Journal

Journal Procedures
Mark made several adaptations while using the Reflective Journal to allow for more comfort
in his writing. He taped or stapled in all of his drafts for the poems so that he could continue the
writing process which he generally uses: beginning with a handwritten draft and completing the
poem on his computer.
While writing his Dramatic poem, Mark did not wish to make several drafts so he adapted his
drafting by using different colored pens one one page so that he could distinguish them, although
he also stated that he felt this was “artificial.”
Mark had difficulty in determining his emotions and consciousness states in some instances
because he felt that these states merged at times, along with “felt” feelings. He also stated that he
didn’t think that he wrote from “any discernible emotional place,” but emphasized the
connection of them to his consciousness state. Mark explained that he did not want to think about
his states on a rational level, because it might distract him from his creative state. He felt that
knowing that eventually he would have to write about his mental states led him to become more
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“conscious” of them and didn’t want this to interfere with the writing process.
In reference to his journal usage, Mark related that he had felt “rebellious” towards the
journal, that it represented “taking art and breaking it down to intellectual constructs,” and that it
seemed like a “barrier,” because there were too many elements in it to organize. Mark explained
that the journal wasn’t appropriate for his style of writing because he felt as if it put “artificial
constraint” on him.
In terms of using the different genres in the study, Mark was unclear as to whether he had
actually written an epic poem when it was required and wished that to be validated. He also
reported that, when he wrote his Dramatic poem, that he could recognize “another voice,” or
another dimension to his writing.
Mark successfully completed all of the procedures in the study but felt that he was writing to
be “accountable” to me. He explained that when he wrote with “intention,” it was more
troublesome than if he wrote in an “unplanned” manner. He also wrote little in the narrative
section of the journal to explain his emotions and consciousness states, but offered information
on these freely during the interviews.

Descriptions of Emotional Experiences
During the writing of the lyric poem, Mark identified that emotions that were in
“connection” to his “flow” state which were all positive throughout the writing of the poem. He
also identified his tacit state and identified “musical” as a distinct emotion.
After writing the epic poem, Mark felt that he had encountered all negative emotions on a
“very strong” intensity level but ended the poem feeling no emotion.
Within the dramatic poem, Mark experienced many feelings relating to love and longing at
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a strong level but ended the poem with many negative emotions because of concepts relating to
encountering the truth about himself. He also felt that his consciousness states were not distinct
from his emotions and felt that he “was in an emotional place of memory.”
During the writing of the reflective poem, Mark felt both negative and “felt” feelings
throughout the poem of a “very strong” intensity.
Although he usually waited awhile before noting his emotional state activities, Mark felt that
“he got most of them down” because he remembered them accurately.

Descriptions of Consciousness States
Mark was very adept at describing his consciousness state activity during the study wherein
he reached deep states of trance within his writing. After writing the the lyric poem, he felt that
he had reached a trance state which he described a a “flow state” in which there was no external
sensing but was encountered mainly on a subconscious or unconscious level in which he felt
“entranced with the music,” and experienced both “dream” and “auditory” images. He also
experienced hearing a voice which gave his these images. Mark completed the poem by
occasionally being in this trance but also being “meditative/reflective.”
Within the writing of the epic poem, Mark also experienced a deep trance or flow state in
which he was “feeling a cadence” with the music within him and experiencing both words and
images “flowing” through his mind. He compared himself to a fisherman with fish flowing past
him and choosing the fish that suited him best. Within this state he also explained that he was
also”remembering” information. Again, Mark returned to a “normal (intellectual)” state on the
final editing of the poem.
As he wrote the dramatic poem, Mark experienced the same deep trance state but also
described it as “hypnotic memory/musing.” wherein therein he felt that there was “lots of
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imagery” within an “internal landscape” and which he also identified as a “dreamscape. He also
related again that he felt the tacit body states were emotions.
Mark’s state was changed slightly during the writing of the reflective poem which he
described as “being in the same state as prayer.” He related that he was very “spiritually attuned
and aware” and was also “remembering” during this time. Most of the poem was written during
the second draft wherein he experienced a “meditative/reflective” state.
Although Mark was very descriptive about identifying the activities within his states, he
indicated on the Ending Questionnaire that it had sometimes been difficult to find the
vocabulary to describe them.

Thematic Issue
After writing about his thematic issue of “opening the heart,” Mark felt that he had addressed
this in the lyric poem by encountering his “sexual desire for intimacy,” “sexual vulnerability,”
and “sexual awareness.”
During the writing of the epic poem, Mark felt that he had acknowledged that his inability to
open his heart had been detrimental to a past romantic relationship. He felt that he had witnessed
his own “guilt” within the poem, but that after writing it, he felt “affected in a big way,” “a sense
of completion,” that the writing had “cleaned up” the issue, and that he could “put it on paper
and walk away from it.” He explained that he had found his writing to be “helpful.”
After writing his dramatic poem, Mark stated that he felt very “free,” “tender,” “open,” and
“more vulnerable” because the love poem focused on his issue. He felt that the poem had “a lot
of feeling in it,” and was “revealing” for him.
Mark felt that the writing of the reflective poem had been “very helpful” to him because it
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aided him in finding expression over a tragedy. He felt that the incident of his uncles’ death was
an “opening of the heart” in itself, and writing about it allowed him to find a route to the feelings
of loving and missing him. Mark stated that writing helps him “feel his feelings instead of grief
being so blocking.”
After the writing of the poems, Mark indicated that the activities within the study had
“touched on” his issue strongly, had given him “ a lot to think about,” and had allowed him “an
opening of the heart.”
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Case Study #4- Diane

Diane’s Description of Her Writing Process
Diane explained that she is motivated and inspired to write poetry by deep emotional
experiences that are occurring within her from everyday situations that she encounters through
life. Although, at times, she has no intrinsic understanding of the difficulty, she uses her poetry
to examine the nature of the problem by expressing, viewing, and understanding it, and may gain
insight on her own emotions.
She felt that she has been compelled to write poetry because it may lead to empowering
feelings over the troublesome situation and gives her a greater emotional release. Poetry writing
“takes it out of her head and puts it on paper. And I can do something with that paper,” she
stated. Writing poetry may make the emotions she experiences and her problem “more tangible
and manageable.” If she does not follow her urge to write poetry, the emotions she’s
experiencing will “plague” her until she expresses them through her writing.
On some occasions Diane has also used her poetry as a communication tool if she is
experiencing an upset with another person. She will share the poem with them afterward to give
them both a better insight, explaining “I had to write a poem about it. It was the only way I could
handle it.”
The majority of her poetry is composed in the middle of the night when she is reflecting on
the previous days’ experiences. If an emotional experience has occurred, she is compelled to find
expression within the early morning hours. She explained, “I have to get up and write. Because
it’s to that point - I have to write.”
Diane described her process of writing as initially “raw emotion coming out-like an injured
child,” but as she refines and revises the words, the poem becomes more “like an adult” and
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more “meaningful.” She will generally write between 1-10 drafts until the poem is complete
and its interior message conveys her deepest emotions or what she “needed to say.” Although
her beginning drafts primarily display an outpouring of emotions, as she moves through the
writing process, the poem will become more focused.
The pattern of Diane’s poetry is “dependent on what has to be said and expressed,” although
frequently she finds that many of her poems are of a circular nature, ending “exactly as they
began.” This structure allows her to feel that the poem is complete, not an “unfinished story”
and signals to the reader that the poem has ended.
Diane frequently rhymes her poetry, and stated that the act of rhyming encourages
an“artistic shift” within her, signaling her to become more artistic through the development of
rhyme, pace, and meter. In the later drafts, she becomes more involved in word play until she
arrives at “what fits.”
As Diane writes, she usually becomes engaged in deep trance states wherein she may be
consciously unaware of the content of her writing, besides any other external stimuli. Although
she states that she is aware that she is “rearranging word flow,” she generally has little recall of
her conscious processes, focusing on emotional expression within a trance state. She described
this state as one in which she will “lose track of all time” and become engaged within “this very
narrow world where there’s nothing outside of this bubble that I’m in.”

Diane’s Thematic Issue
The theme that Diane chose to focus on for the writing of the four poems was that of
“personhood.” She explained that this could be defined as the development of a firm identity,
of the inner person-an inner core.” Diane felt that because of an abusive childhood she has had
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difficulties in which she “grew up without creating an inner core” or “personhood.” Besides
having difficulties in the acquisition of a personal identity, she feels that she has been affected in
multiple ways by this issue, primarily in having a firm stance on her own values and judgments.
Within this study, Diane would like to examine “what its been like without the inner core in
adulthood” and look at “different factors in what it’s like to get the sparks of the creation of that
inner core.”
Diane’s Lyric Poem

Personhood
What are they thinking, what do they see
What are they feeling when they look upon me.
Constantly watching to measure to gage
the person I am it all comes from their gaze.
There’s nothing inside I can look to to tell
if I am a person substantial and well.
My life is reflections, my world is my mirror
without this inside I live in great fear.
I’ve felt all my life as often I’ve said
I’m just not a person, cause inside I’m dead.
People don’t understand when you try to explain
they have no idea of the terror, the pain.
hey can’t understand why you think and you feel
that you’re just not a person, cause you seem just as real.
for them it seems normal, as normal as sight.
With nothing inside on which you can build
all life is a battle with no armor, no shield.
No mistakes all perfection cause everything counts
the person you are all comes from without.
A person created in each reflection each glance
A person created but it does not last.
there’s nothing inside to say what is me.
You can’t know a success that’s been in your past
cause that person is gone-it just didn’t last.
There’s nothing inside on which I can build
no person created that comes with a shield.
It only lasts until the next reflection I see.
The reflection that creates whatever is me.
What are they thinking what do they see
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What are they feeling when they look upon me.
From moment to moment without any past
the person I am it never does last.
For most a test measure things that you know
I wish that for me a test was just so.
With nothing inside from which I can tell
small things become measures of personhood as well.
I live in great fear and terror and pain
for the mirror that is me does constantly change.
What are they thinking what do they see
What are they feeling when they look upon me.
When all that there is comes from without
you walk through your life with great fear and great doubt.

Diane’s Processing of the Lyric Poem with the Use of the Reflective Journal
Diane related that this poem sought to define her thematic issue of “personhood.” She wrote
the poem over the course of several nights, in the middle of the night, as is typical of when she
writes while in a trance state.
She had a positive experience using the journal, because it gave her a greater incentive to
delve into the issue and attempt to express its depth. Diane also related that the fact that because
I expected her to write it raised her level of concern and gave her “permission” to explore the
issue. She felt she was more challenged by the fact that I would be listening to the poem and
possibly judging what she was feeling.
In terms of the notation of her emotions and consciousness states, Diane felt that it was
comfortable to do so and allowed her to witness a shift in her own poetic voice which changed
from first person to third person. This procedure also allowed her to witness the way her own
emotions “flowed” and were “captured” within in the poem’s wording, and to learn more about
herself in relation to her thematic issue, “seeing that it sinks down deeper into the emptiness.”
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Diane’s Emotions and Consciousness States During the Writing of the Lyric Poem
...........................................................................................................................................................
Name: Diane
Genre: Lyric Poem (Personhood)
Number of Drafts: 4
Chronology of Emotions (Intensity):
1
lonely (4)
sad (4)

2
sad (5)
empty (4)

3

4

sad (5)
envious (5)
angry (5)

none

Chronology of Consciousness States:
1

2

3

4

trance

meditative
confusion
normal (analytical)
reverie
............................................................................................................................................................

The Emotions Experienced
Diane’s first draft related to her experiencing the emotions involved in her issue of
“personhood” wherein she explained that she was “longing for something I haven’t had for so
long.” On the second draft these feelings intensified slightly and she explained that she felt as if
she had a “great big hole that personhood belongs in” and that she was feeling as if “something’s
missing and longing for that.” At this point in the creation of the poem, she stated that she felt
“overwhelmed” by the emotions within the poem and had to stop writing for awhile. When she
returned to the writing of the poem, her emotional state was very intense, although many of her
feelings shifted to thinking about personhood as it related to other people. The envy she
felt related to her opinion that people take personhood “for granted. They don’t even realize that
they have it. They have no idea.” Besides this, she felt “angry at them because they have no
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notion of what it means to be without that very special quality.” Within the final draft, only two
words were changed within the poem, and she was no longer emotionally involved but was
involved with minor word choice decisions.

The Consciousness States Experienced
As is normally a pattern of Diane’s writing, she experienced a deep trance state in which she
had no conscious knowledge of the material that she was writing until after it was complete. She
explained this state as in being in “a dark coldness” in which her “hand has a life of its own, and
I can’t follow along as I write,” and described it as a “mystical” state and a “creative
consciousness.” She stated that mentally she makes a “shift” from present to creative
consciousness as soon as she begins to write and that she “hasn’t got a clue what’s in it ”until she
reads it afterward. Although she related that this state might be close to a reverie or a dreamlike
state with images coming in, she didn’t feel that that Krippner category adequately described the
very deep state she was encountering. During the second draft, she felt that she was still in a deep
trance, but it was closer to a reverie or meditative state. During the third draft, she related that
the strong emotions coming into her mind were causing her a slight confusion. It was is at this
point that she considered the poem “done,” and only came back to it later to do some momentary
editing. As she completes the poem, her consciousness becomes normal “instantaneously” and
she reads the poem to discover what she has written.
Effect on Thematic Issue
After writing the poem, Diane related that it “helped her to understand a lot of things,” that
the poem spoke to that inner core that is just beginning within herself, validating its presence
within the process of the creation of the poem. It also helped her from “being crazy, “ because it
allowed her to find expression on the issue.
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Diane’s Epic Poem

Kyla-A Child Goes On
Little girl just standing there
alone, afraid, a frozen stare
The life pushed out the spirit gone
broken, trampled but you must go on
You could not move no sound no cry
all of these will make her die
Alone in terror alone in pain
helpless hopeless you did remain
Another made to take your place
same hair same body same little face
missing only what you fear
the things you hold and keep near
the things that made your mother die
all these things within you lie
A child goes on another part
without this thing that’s in your heart
Never would another die
because this thing within you lies
A child goes on another part
without the flicker without the spark
and this is how it all did start
the many lives the many parts
each one smaller than the one before
each one missing more and more
Little girl just standing there
alone, afraid, a frozen stare
within you lies the spark of life
and this we need each day and night.

Diane’s Processing of the Epic Poem with the Use of the Reflective Journal
Diane related that she kept her journal in her bedroom for convenience, and this poem was
written over the course of several nights, a poem which focused on the poet addressing herself as
a child, who she renamed Kyla. She began the poem by writing bits of poetic information on
little “scratches of paper” which she taped into her journal.
In reference to identifying her emotions and consciousness within the journal, Diane
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commented that during the writing process, they seemed to merge at times. She stated, “They
may overlap in one sense, in another sense you can separate them and single them out. Like
trying to tell you the difference between chocolate and licorice and how it tastes--it’s not
something that’s word-oriented.” Yet, she could easily distinguish the two states within the
experience of them.

Diane’s Emotions and Consciousness States During the Writing of the Epic Poem
-----------------------------------------------------------------------------------------------------------------Name: Diane
Genre: Epic Poem (Kyla--A Child Goes On)
Number of Drafts: 3
Chronology of Emotions (Intensity):
1
sadness (4)
curiosity (4)

2

3

sadness (4)
sadness (4)
compassion (4) compassion (4)

Chronology of Consciousness States:
1

2

3

trance

expanded
expanded
consciousness
consciousness
stored memory stored memory
-------------------------------------------------------------------------------------------------------------------

The Emotions Experienced
As Diane focused upon herself as a child, she felt a strong sadness but is also curious as to the
nature of the child. As the poem unfolded, she related its contents back to a time when her
mother was very ill and in which a part of her “died so her mother wouldn’t die. She did
something that needed to be done.” Diane then felt compassion for herself as a child as she
gained a better understanding of her situation.
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The Consciousness States Experienced
She began writing the epic poem in the same deeply unconscious trance state in which she has
“no idea” of the contents of her writing. As she proceeded to write, she related that it became a
“different expression” than the lyric, although she felt that it was “definitely related and similar
in some ways.” She explained that it was a “different focus--one poem to the next. It was feeding
off a different area of my brain.” In the second draft, she described her experience as that of
“expanded consciousness,” a highly symbolic state in which one can identify with the past, and
“stored memory.” She stated, “I was almost looking back at the little girl standing in the
hallway.”

Effect on Thematic Issue
Diane related that this poem helped her to understand her issue of “personhood” more fully,
besides it being “informative.” She had felt that her child-self would hold the quality of
personhood, but after writing, realized that “she held the life spirit. The hopes, the dreams, the
spark. And after doing this, that’s when I figured that out. Without that personhood couldn’t
develop.” Thus the life spirit became a “critical element” to her thematic issue.

Diane’s Dramatic Poem

We
The first time I saw you as you really are
the horror I felt was unbearable
You so small so fragile
like a dandelion puff
the slightest breeze could blow you away
I’d felt you before but always said stop go away
for the despair and pain so great
as to end my will to life
You’d enter my presence in the blink of an eye
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a hurricane of emotions sent to sweep me away
I hated you I blamed you
for all that’s wrong with me
Never thinking never seeing
how small and fragile you are
You the littlest biggest part of me
never words just emotion is all I could see
The first day I saw you
for the child that you are
I knew that I too have been an abuser
of the child that is you
the child that is me
the child that is we
There are no words I can tell you
to make the wrongs turn around
the past is over and the present is yet to be found
Let us find it in compassion, in love, and in peace
Now two joined to make a person
that person you, me, we.

Diane's Processing of the Dramatic Poem with the Use of the Reflective Journal
Diane’s development of this poem was more difficult than the others that she had
composed. She commented, “It just didn’t flow like it normally does. I’m just not good in this
format. I think that’s the main problem--the main block. I don’t get the switch in this format.”
Although it wasn’t stated in the directives for the dramatic poem to create one that had no rhyme
scheme within this genre, Diane assumed that she should not rhyme within the dramatic format,
which was not a typical pattern within her writing. Besides this, she had difficulties in finding
her sense of poetic voice while composing. She related that she felt that each draft was like
“starting anew” and that it was like “eight different poems.” She seemed dissatisfied with the
final version and stated, “It’s not a poem at all hardly,” and “It’s like I hate the poem. I don’t
hate what it’s about, but I hate the poem.” She also implied that the poem needed more work
saying, “I’m still not satisfied with it. It’s still unfinished. It’s not there yet,” and she stated that
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she felt it was “disorganized,” and “chaotic and jumpy.”

Diane’s Emotions and Consciousness States During the Writing of the Dramatic Poem
........................................................................................................................................................
Name: Diane
Genre: Dramatic Poem (We)
Number of Drafts: 8
Chronology of Emotions (Intensity):
1
affectionate (5)
sad (4)
frustration (4)

2
frustration (5)
hate (4)

3

4

frustration (5)
frustration (5)
disappointment (4)
agitation (4)

Chronology of Consciousness States:
1
hyperalert/
hypervigilent

2
regressive

3
regressive
fragmented

4
fragmented
flashback

.........................................................................................................................................................

........................................................................................................................................................
Chronology of Emotions (Continued):
5
frustration (5)
irritation (4)

6
frustration (5)
betrayal (4)

7

8

frustration (5)
frustration (5)
disappointment (4) irked (4)

Chronology of Consciousness States:
5
fragmented

6
regressive
fragmented

7
fragmented
flashback

8
dream-like
reflective

.........................................................................................................................................................
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The Emotions Experienced
Within the experience of composing the dramatic poem, the emotion of “frustration” ran
throughout the writing with a strong intensity. Diane felt that she had gone through a “struggle”
in the writing process in which most of her negative feelings were focused toward herself
because “words didn’t exist” for her to find adequate expression. She described it as, “the
inability to put something into words. It’s like I didn’t possess language and working with words
was incredibly difficult.” Diane further explained her emotive experience as “the lack of words-the lack of ability to get access to words--to language.”

The Consciousness States Experienced
In an atypical manner, Diane began her writing experience in a “hyperalert/hypervigilent”
state in which she was extremely focused, then moved into a “regressive” one in which she
felt like she was “becoming like a two-year old.” By the third draft, she felt that different parts of
the self were in conflict, “like a war going on,” wherein different aspects of the personality were
“shifting” and “dominance is switched to an altered personality.” By the fourth draft she felt that
she was having a “flashback” experience which was closest to Krippner’s “stored memory” but
was she perceived as more authentic. She described this state as, “Not in present time anymore.
I’m back then--reexperiencing that time. That’s where all of the hatred and disappointment-that’s
where the emotions are coming from in this series of poems.” Within the last draft of the poem,
she explained that she was “reflective” or “reflecting back on the past” in a “dream-like
experience.”

Effect on Thematic Issue
Although Diane experienced many feelings of frustration in the actual creation of the poem,
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she also felt negative toward herself in reference to her issue of “personhood.” She commented
that, “It makes me feel bad for how horrible I’ve been towards that little girl. It’s kind of like
acknowledging that I too have been an abuser--more horror.”

Diane’s Reflective Poem

Rise to the Sun
The process is done the creation of me
All that I am but never could see

I learned to be hopeful through pain and through strife
Hold on to the girl incorporate the life
To live without spirit a fate worse than death
You wake full of dread afraid of each breath
How wonderful it is to rise to the sun
To see its light shining my life has begun
I’ve seen it before but never did I see
The life that it brings lives deep within me
I walk with a companion never alone
With love and compassion I made her a home
I searched all my life for the thing that would fit
To fill the deep whole and the emptiness split
Always searching and asking where is the sun
Not knowing the answer was so close yet so young
The sun has now risen to brighten my days
Never more will I walk alone in the haze
With her by my side to strengthen my stride
I wake each new morning I am born I’m alive.
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Diane’s Processing of the Reflective Poem with the Reflective Journal
On a night when Diane had difficulty sleeping, she completed her reflective poem in the
early hours of the morning in two drafts. She stated that using the journal been a positive
experience, that it had become more of a “personal” journal now, and that a part of her had been
“incorporated” into it. Diane also felt that the colored paper within the journal had been
“pleasing,” and the journal had given her “a reason to write poetry,” had given her “permission”
to write.

Diane’s Emotions and Consciousness States During the Writing of the Reflective Poem
.........................................................................................................................................................
Name: Diane
Genre: Reflective Poem (Rise to the Sun)
Number of Drafts; 2
Chronology of Emotions (Intensity):
1
sad (4)
wistful (4)
carefree (5)
hopeful (5)

2
affectionate (5)
excited (5)
hopeful (5)
curious (5)

Chronology of Consciousness States:
1

2

remembering
dreamy
felt sense (hyperaware)
dreamy
enlightened
..........................................................................................................................................................

The Emotions Experienced
Although Diane began the writing of the poem in “sad” and “wistful” emotional states, her
feelings soon changed to “carefree” and “hopeful.” She felt essentially “like a little kid,” and
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indicated these positive emotions. On the second draft, she again experienced a very positive
emotional state, ending the poem in a “curious” child-like state. She described this as “waiting to
see what the next day will bring in. Very much like a little child--wanting to explore the world.”

The Consciousness States Experienced
Diane experienced several consciousness state changes during the writing of the poem.
During the first draft, she indicated positive states, such as “remembering,” “dreamy,” and
“enlightened.” She also experienced a tacit state wherein she felt “hyperaware,” describing this
as
being “aware of” her body, wherein her heart was “really pounding.” Diane related that the
writing of this poem had been a very positive experience, “like walking down a road of sunshine.
It’s like my whole life has been in a tunnel, and I’ve got to the end to see the sun.” She ended the
poem in a “dreamy” state which she described as “more like floating than writing....I was
floating.”

Effect on Thematic Issue
Diane related that she had experienced personal change through the writing of the thematic
poems within the Reflective Journal. She felt that it “brought together how far” she had
progressed on a personal level, and that this poem related back to the first poem that she had ever
written in 1990 which was entitled “Where Is the Sun?” Diane explained that this last poem
had been “pulling all the way back to that first poem. It’s like circle complete. It’s like finishing
a chapter here.”

Diane’s Responses to the Ending Questionnaire
Diane felt the instructions for the Reflective Journal were clearly presented and she rated this
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a 1 (strongly agree). She also stated that any questions she had were clearly answered by the
interviewer.
In terms of selecting a thematic issue to focus on in the poems, Diane also rated this as a 1
(strongly agree), because she already had known that her issue was one that she had to personally
work on. She felt that the study offered her an opportunity to explore the issue more readily.
Although she had had difficulty in writing the dramatic poem because of its format, Diane
explained that she had had no real problem in completing the poems within each genre. She
rated this as a 1 (strongly agree) and felt that she had been successful at encountering each genre.
Diane related that she could readily identify her emotions and their intensity and also rated
this question as a 1 (strongly agree). She felt that she had had moments of confusion when some
feelings seemed to be felt simultaneously but had “sorted them out.”
In identifying her consciousness states, Diane explained that she felt that the list of
consciousness states was “not well defined,” but endeavored to explain them using her own
terms. She rated this question as a 3 (neutral) because it was difficult to formulate the vocabulary
to identify the consciousness states.
Diane felt that she had perceived a personal change after the use of the Reflective Journal and
rated this question as a 1 (strongly agree). She stated that the activities had helped her to work on
her thematic issue and clarify it. Besides this, she related that she had became more aware of the
“dynamics” of her issue and that the study had helped her to “bring it together.”

Summary of Diane’s Use of the Reflective Journal

Journal Procedures
Diane indicated that she had no difficulties in following the procedures outlined for the use of
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the Reflective Journal. By the end of the study, she felt that the journal was a personal one
which was representative of herself. She successfully completed all of the directives for the
poetry-writing, while making personal adaptations, such as taping notes in the journal, to allow
for her own ease in her processing.
Throughout the interviews, Diane indicated that the Reflective Journal helped her in a variety
of ways regarding the creation of her poems on the thematic issue. The procedures followed
raised her level of concern for the writing, gave her greater incentive to write, and gave her a
reason to write poetry. She also became more attentive to her own style of poetry-writing,
relating that she noticed her drafting changes, acknowledged the way that her emotions ran
through her poetry, and became more aware of her style of rhyme in poetry, besides realizing the
depth of her thematic issue.
She encountered two difficulties within the procedures. First she felt that the format of the
dramatic poem negatively affected her creating of the poem in this genre, and caused her to
“block.” She also indicated that describing the emotions and consciousness states was not
language-oriented at times and that they tended to overlap within the creative process.

Descriptions of Emotional Experiences
Within the lyric poem, Diane’s negative emotions intensified at the conclusion of the poem,
besides being focused toward others rather than the self. During the epic poem, Diane felt
sadness throughout, but completed the poem feeling a strong sense of compassion for the self.
Diane’s dramatic poem had been the troublesome for her. She indicated a very strong emotion of
frustration throughout the poem, due to writer’s block or the inability to find words to express
herself adequately, and mixed negative feelings about the topic. Within the writing of the
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reflective poem created by Diane indicated very positive emotions on the completion of the
poem.
At the end of the study, Diane remarked that she had occasionally had some confusion in
identifying her emotions and their intensities when they occurred simultaneously or closely
together. She felt that upon reflection that she could distinguish them easily.

Descriptions of Consciousness States
Diane usually became engaged in very deep trance states while she was creating her poetry,
and she stated that most of her writing was on an unconscious level wherein she doesn’t realize
the contents of her writing until the writing process is finished. Throughout the study, she
indicated that she experienced a wide spectrum of consciousness states on a deep level. During
the writing of lyric poem, her consciousness state ended as “confusion” because of the deep
emotions that she was experiencing. She felt that the epic poem influenced her consciousness
state because of genre style and allowed her to experience a different sort of expression due to
her stored memory. The consciousness states in Diane’s dramatic poem displayed her inner
turmoil as she endeavored to find words to express her feelings. She felt that the flashback
experiences were indicative of the source of her emotions. In the reflective poem, the
consciousness states were congruent with the emotions that she was experiencing which were of
a positive nature.
Diane felt that the list of consciousness state types was “not well defined,” but she did
frequently refer to them and make comparisons to the consciousness states that she was
experiencing.
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Thematic Issue
Diane explained that the lyric poem that she wrote helped her to understand her thematic
issue more, validated its existence and helped her with self-expression. The epic poem aided her
in understanding the issue more fully by leading her to the realization of a critical element
within her thematic issue, the influence of the life spirit. The last reflective poem made Diane
feel that, in a circular fashion, she was finding completion about the issue.
During the Ending Questionnaire, Diane indicated that the study had helped her to work on
her thematic issue, because it had helped her to clarify it and discover the dynamics of her
the difficulties that she was experiencing. She felt the activities of the Reflective Journal had
allowed her to “bring it together,” or draw conclusions about the issue.

162

CHAPTER 4: SUMMARY

The Reflective Journal proved to be an educational approach which facilitated the writing of
poetry within a transpersonal design. All of the subjects were able to successfully complete the
activities within the study and produce poetry in various genres which was relevant to a personal
thematic issue. There were few difficulties in following the developed procedures and
directions, and the structured journal approach provided a methodology which demonstrated the
potential to raise the level of concern for writing, provide more incentive to write, and present
one with an ideological system that gives one a reason to write. Also, the activities within the
journal may be supplied with a structured framework for those who are encountering writer’s
block, need direction and discipline in the writing of poetry, or require support in writing
consistently.
The Reflective Journal provided a methodology in which writers could work within a limited
time frame, increasing their productivity in activities which were similar to assignments,
enabling them to write with intention, or on a focused purpose.
This methodology was found to be a successful one because:
1. The poets could all complete the activities to write poetry.
2. The poets indicted that, for the most part, that this was a fairly easy process.
These two conclusions were reached primarily from the responses found on the Ending
Questionnaire. On a 1-5 point scale from “strongly agree” (1) to “strongly disagree” (5), at the
end of the study the poets felt that: the instructions for the Reflective Journal had been clearly
presented to them (1,2,1, 1), they were able to select a personal thematic issue in which to focus
on in their poetry (1,1, 2, 1), they were able to compose a poem for each genre in the journal

163

which focused on a personal thematic issue (2,1, 2, 1), they were able to identify their emotions
and their intensity after composing each poem (1, 2, 2, 1), they were able to identify their
consciousness states after composing each poem (1, 3, 3, 3), and they perceived a personal
change or development related to the thematic issue that they had selected (5, 3.5, 2. 1).
Although some of the participants primarily found difficulties in the identification of their
consciousness states and a perceived change or development in their personal thematic issue,
they accomplished the activities that were presented in the study. The indications that they
experienced some difficulties suggests that the identification of consciousness states and
personal change may need further definition and clarification. Also, the length of time of the
study may limit the amount of personal change and development for the participant due to issues
that are more complex, deep-rooted, and concrete.
The poets involved in the study were also able to successfully document their emotions and
consciousness states and, although challenging, were provided with a paradigm in which they
could find patterns within themselves as they engaged in the writing experience. This may have
been possibly due to the contributing metacognitive understandings which may have lead them
to greater self-knowledge on their processing when they wrote. This study also supported these
conclusions on the nature of the emotions and consciousness states within poets as they write
poetry:
1. Poets experience a variety of emotional states of different intensities during the process of
writing poetry. All of the poets displayed that they experienced emotional changes while
writing poetry and within each genre. The participants experienced the following number of
changes in the identification of their emotions: Johnny - 17, Sally - 25, Mark - 13, Diane - 18.
This suggests that the writing of poetry is an emotional experience that involves the
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participant on a deeply personal level.
All of the poets also engaged in various intensities of emotions while writing, suggesting
that both high and low levels of emotional intensities may be involved in poetic writing.
2. Poets experience a variety of consciousness state experiences during the process of writing
poetry. The participants displayed evidence of consciousness state changes while writing
poetry and within each genre. The poets identified the following number of changes in the
identification of their consciousness states: Johnny - 8, Sally - 10, Mark - 8, Diane - 15. This
suggests that while writing poetry, poets will experience various levels of consciousness state
changes while they write poetry.
3. More intensity of the emotions and more depth in consciousness states may be
found in the early phases of the writing process, although some poets may have these
experiences throughout the entire writing experience. Slightly less emotional and
consciousness state engagement can generally be found at the ending of the writing
experience. More identification of “normal” were found states in the ending phases of the
writing process, although most poets displayed that they were still experiencing deep
emotional intensities of the experience.
4. Poets frequently identify their emotions as deeply intensive when they write poetry. In almost
all instances within the study, the participants most frequently identified the intensities of
their emotions as a “4” (strong), or a “5” (very strong).
5. Poets may enter deep trance states when they write poetry. All of the poets in the study
identified that they experienced consciousness state experiences in which they were deeply
engaged in the writing process. Although there was no rating of the depth of their
experience, most of the participants suggested through their language that they entered into
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“flow” or subconscious experiences.
6.

Poets may encounter difficulties in describing their emotions and consciousness states
because they are difficult to put in a semantic context or the poet is not experienced in
speaking about their innate processes. In several instances within the study, the poets
indicated that they had struggled to communicate semantic descriptions of these experiences.
Diane indicated that the descriptions of the emotions and consciousness states was not “word
-oriented,” Mark felt that the “right words” were sometimes not available, and Johnny stated
that he “couldn’t say” the ways in which the emotions translated into the words.

7. The nature of the emotions and consciousness states during the writing of poetry may
display an interrelationship of states which are merged rather than superimposed upon one
another. The participants suggested in several instances that these processes were joined but
distinctive from one another.
8. When poets are writing on a personal thematic issue in which they seek personal change,
the focus of their emotions and consciousness states may be divided between a focus on
the thematic issues, a focus on the self, and a focus on the writing process.
9.

Poets may show tendencies to be more mystically-oriented or more aesthetically-oriented.
Although all of the poets in the study became engaged in deep levels engagement while
writing, the participants displayed poetic orientations that generally were patterns of the
mystic or the aesthetic. Both Diane and Mark indicated through the interviews that they were
more mystically-oriented by indicating more unconscious and preconscious mental
activities, more tendencies toward privacy and rarely showing their poetry publicly, taking
more time to complete the poems, displaying less narrative within the journal, and focusing
on “feeling,” “truth” and “authenticity.”
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Johnny and Sally indicated a poetic orientation that was more typical of the aesthetic in
that they indicated more “normal” and “reflective” states of consciousness, more tendencies
to be public and sharing their poetry with public audiences, completed their poems on
schedule, displaying more narrative within the journal, and focused on “craft,” “work,” and
“imagination” more within their writing.
Although all of the poets used both expressive and imaginative language within their
poetry, the emphasis for the mystically-oriented focused on expressive language with deep
emotional intensities, and the emphasis for the aesthetically-oriented focused more on
imaginative language and experiences with less emotional intensities. Although the
participants displayed that they chose both elements within their writing, all of the
participants displayed degrees of tendencies to focus on one aspect more than the other.
10. Poets who focus on issues of truth and expression may achieve a desired personal change or
development more quickly than those who focus on imaginative elements. In terms of
achieving personal change by engagement in the Reflective Journal process, this
was self-defined by the poet and subject to the interpretations of the individual. Both Mark
and Diane acknowledged that they did experience personal change after involvement in the
activities within the study by indicating “agree” and “strongly agree” in the Ending
Questionnaire for their perception of personal change. Sally was unsure as to whether she
had achieved personal change (3.5), and Johnny personal change had not occurred (5).
However, these findings also suggests that an individual may not be able to recognize
personal change until they have been given adequate time to reflect on this point and that
some personal issues may be deep-seated in nature and need a longer response time to be
provided to the individual.
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11. Writers may experience “felt sense” activities which influence their emotions and
consciousness states as they write. These body state changes appeared and seemingly
overwhelmed both the emotional and consciousness state activities during the writing of the
poems. Diane stated that she had felt “hyperaware,” Mark stated that he had felt “sexual,”
and “salty,” Johnny had felt that he had “ adrenaline pumping,” and Sally had felt “tired,”
and “intuitive” while writing the poems. Again, the poems identified these as both emotional
and consciousness state activities.
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CHAPTER FIVE: RECOMMENDATIONS

Within this study, it was suggested that the language can be accessed for an experience of
personal change or a transpersonal experience. This finding has the potential to significantly
influence current theories of the language arts which generally stress the interactive nature of the
language or the subjective knowledge gained through reading and writing experiences. Although
many have personally changed and grown as human beings through their literary experiences,
the nature of this change and the extent of the benefits that may be derived through literary
engagement has not been established, but rather implied through language arts theory
approaches. The findings from this study suggest that writing may have a healing effect upon the
individual which may allow for personal growth and change through a holistic methodology,
supporting aspects of personal transformation within the writer. the source of this change may
relate to the elements of affective involvement, metacognitive analysis, and consciousness
experiencing.
Curriculum designs may need aspects of these interrelated processes to have a holistic effect
of change within the individual. Although earlier designs of transpersonal educational
approaches were found primarily within the research literature of the 1960’s and 1970’s, few
methodologies stressed curriculum design methodologies which would address a transpersonal
curriculum. Although Hendricks and Fadiman (1976) postulated a curricular plan based on
“feeling and being” with an emphasis on transpersonal experiences, little could be found within
the research to follow up these tenets.
The transpersonal experience was be related to learning theories of creative thinking
development and the element of the intrapersonal in writing. Traditional transpersonal
psychologies generally negated the “Expressive Way” as a means to personal self-growth,
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stressing more consciousness state experiencing through meditation activities not in conjunction
with the notion of the expressive. Consciousness state experiences significantly to both the
creative artist and the creative scientist by facilitating creative thought, allowing them to engage
in deeper thought processes, and teaching individuals to be creative through art and within their
daily lives. Therefore, curriculum activities which stress creativity and the intrapersonal should
be attended to within schools to address reflective education.
Genre may also serve an important role in education by allowing for one to view the
interrelationships which lead to complex thought systems. Although little research has attended
to this notion, any field could use genres to describe the ways that parts unite to work within a
paradigm which provided for greater understanding and synthesis on the part of the subjects.
The use of poetry and other art forms may be instrumental in promoting reflective and
creative thinking, because the nature of poetry may access inner discourse, allow for inner self
knowing, and facilitate the personal beyond boundaries which we are presently aware of within
schools. To understand the dynamic processes in creating poetry and other art, constructs must
be created which allow for educators to acknowledge the importance of these activities and their
influence on both affective and cognitive growth factors.
Therefore, this researcher recommends that curriculum designs be implemented which
address the transpersonal and allow for personal emotional and consciousness state experiencing
on the part of the student. This study has led me to further explore and define the transpersonal
experience through a “Ways of Feeling” paradigm which is presently being developed that may
allow for individuals to explain and describe their psychological experiences. This paradigm is
composed of the following elements: felt sense (physical feeling), tactile feeling, emotional
feeling, consciousness state feeling, and tacit feeling (perceiving). It is a construct which was
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inspired by the works of Polyani (1966) who described the “tacit dimension” or the intuitive
perception that may occur in achieving greater understanding, and Gendlin (1981) who’s concept
of “focusing” involved the “body knowing” that was be involved in gaining knowledge. The
other divisions within this paradigm came as a result of this study in which the subjects sought to
articulate the psychological states that they engaged in involving their tactile, emotional, and
consciousness state mental activities.

Figure 2
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SUGGESTED REVISIONS TO THE REFLECTIVE JOURNAL METHODOLOGY

Although the Reflective Journal proved to be an effective tool within this study, minor
revisions to the format of the journal could allow for a greater utilization of its contents..

1. The time of the study took ten weeks instead of five. Two of the poets requested extra time to
complete the journal activities. This suggests that experienced poets may have a high level of
concern for their finished poems and may require more time to complete the Reflective
Journal process.
2. Writers should be given an opening questionnaire to determine whether they are open-minded
within their belief systems to personal change through poetry writing.
3. The Reflective Journal should include extensive samples of poetry within each genre to
provide poets with examples of genre writing.
4. The addition of a narrative page should be provided to emphasize the importance of the
narrative descriptions.
5.

A modified version of Krippner’s Altered States of Consciousness should be provided.
Comments suggested that his descriptions were not conducive to artistic states and sounded
clinical in nature.

6.

Directions for the genres writings need slightly more definition for some individuals.

7.

Emphasis should be given to the subjects within the directions that if they are not feeling
emotions or experiencing consciousness state changes during the writing process, they may
note this.

8. Emphasis should be placed in the directions that if the proper emotions and consciousness
state changes have not been listed, they may choose their own.
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9. It should be suggested that the poets note the dates that they are writing drafts. The time
factor involved between the writing of drafts may have relevance to the patterns of states that
were experienced.
10. The use of white paper only within the journal.
11. More emphasis within the directions on when the metacognitive activities should take place.
12. The addition of an activity to personalize the journal, such as using signs, symbols, or
color may allow for greater ease in writing within the journal.
13. Discussion with the individual about the nature of their drafting will allow for greater ease
in establishing distinctions in metacognitive labeling of emotions and consciousness states.

173

BIBLIOGRAPHY

Abrams, A. I. (1974). Paired associated learning and recall: a pilot study comparing
transcendental meditators with mon-meditators. In D. W. Orme-Johnson, L. H. Domash,
& J. T. Farrow (Eds.), Scientific Research on Transcendental Meditation, Vol. 1, Los
Angeles: MIU Press.
Allal, L. (1993, April). Text transformations as an indicator of self-regulation in writing. Paper
presented at the Annual Meeting of the American Research Association, Atlanta.
Andreasen, N. C. & Cantor, A. (1974). The creative writer: psychiatric symptoms and family
history. Comprehensive Psychiatry, 5, 123-131.
Anson, C. M. (1988). Towards a multidimensional model of writing in academic disciplines. In
D. A. Jolliffe (ed.), Advances in Writing Research, Vol. II, Writing in Academic
Disciplines. Norwood, NJ: Ablex.
Arieti, S. (1980). New psychological approaches to creativity. Contemporary Psychoanalysis, 16,
287-306.
Aston, M. A. & McDonald, R. D. (1985). Effects of hypnosis on verbal and non-verbal
creativity. International Journal of Clinical and Experimental Hypnosis, 33, 15-26.
Baer, M. (1994, April). How do expert and novice writers differ in their knowledge of the
writing process and its regulation (metacognition) from each other, and what are the
differences in metacognitive knowledge between writers of different ages. Paper
presented at the Annual Meeting of the American Educational Research Association
New Orleans, LA
.
Bakhtin, M. M. (1984). In C. Emerson’s (Ed.) Problems of dostoevsky’s poetics. Minneapolis:
University of Minnesota Press.
Baldwin, C. (1991). One to one. New York: M. Evans.
Barell, J. (1991). Teaching for thoughtfulness: classroom strategies to enhance intellectual
development. New York: Longman.
Barkley, B. J. (1973). Poetry in a cage: therapy in a correctional setting. In J. J. Leedy’s (Ed.)
Poetry the healer. Philadelphia: Lippincott.
Barney, A. (1992). Infertility and crisis: self-discovery and healing through poetry writing.
Journal of Poetry Therapy, (5) 4.
Barron, F. (1953). An ego-strength scale which predicts response to psychotherapy. Journal of
Counseling Psychology, 17, 327-333.

174

Barron, F. (1968). Creativity and personal freedom. Princeton: D. Van Nostrand.
Bawer, B. (1995). Prophets and professors: essays on the lives and works of modern poets.
Brownsville, OR: Story Line Press.
Becker, A. (1983). The mad genius controversy. In R. S. Albert (Ed.), Genius and Eminence,
36-39. Oxford: Pergamon Press.
Becker, L. (1993). The effect of metaphoric stories on perseverance. Unpublished dissertation:
California School of Professional Psychology, San Diego.
Bell, T. (1991). Narrative, symbol, and psychotherapy: emotion as experienced action and
enactment of a gesture. Journal of Poetry Therapy, (4) 4.
Berger, A. (1973). Self-discovery for teacher and youngster through poetry. In J. J. Leedy’s (Ed.)
Poetry the healer. New York: Lippencott.
Berger, A. (1988). Working through grief by poetry. writing. Journal of Poetry Therapy, (2) 1,
11-19.
Berling, R., Olson, M., Cano, C., & Engel, S. (1991). Metaphor and psychotherapy. American
Berman, J. (1994). Dairies to an english professor. Amherst: University of Massachusetts
Press.
Berne, E. (1972). What do you say after you say hello? the psychology of human destiny.
New York: Grove Press.
Berthoff, A. E. (1972). The making of meaning: metaphors, models, and maxims for writing
teachers. Monclair, N. J.: Boynton/Cook.
Billings, C. V. (1991). Therapeutic use of metaphors. Issues in Mental Health Nursing, 12
Blades, S., & Giralult, E. (1982, February). The use of poetry therapy as a projective technique
in counseling and psychotherapy. Paper presented at the Meeting of the California
Personnel and Guidance Association, San Francisco.
Bleich, D. (1978). Subjective criticism. Baltimore: Johns Hopkins University Press.
Bodkin, M. (1978). Archetypal patterns in poetry: psychological studies in imagination. Oxford
University Press.
Bogan, L. (1980). Journey around my room: the autobiography of louise bogan. Ruth Limmer
(Ed.) New York: Viking.
Boucouvalas, M. (1980). Transpersonal psychology: a working outline of the field. The Journal

175

of Transpersonal Psychology. . (12) 1, 37-45.
Bowman, D., Sauers, R., & Halfacre, D., (1994). The application of poetry therapy in grief
counseling with adolescents and young adults. Journal of Poetry Therapy, (6)4.
Brand, A. G. (1980). Therapy in writing: a psycho-educational enterprise. Lexington, MA: D. C.
Health.
Brand, A. G. (1989). The psychology of writing: the affective experience. Westport, CT:
Greenwood Press.
Brande, D. (1981). On becoming a writer. Los Angeles: Tarcher.
Brauer, G. (1996). In the web of creative connections: redefining writing in education and
therapy. Journal of Poetry Therapy. (9) 4, 195-205.
Britton, J. N. (1970). Language and learning. Coral Gables, FL: University of Miami Press.
Britton, J. N. (1982). Spectator role and the beginnings of writing. In M. Nystrand’s (Ed.) Report
in prospect and retrospect: selected essays of james britton. N. J. : Boynton/Cook.
Brown, G. (1968). The creative sub-self. In H. A. Otto & J. Mann’s (Eds.) Ways of growth:
approaches to expanding awareness.
Bruchac, J. (1986). The poet is a voice: interview with william oandasan. (ERIC Document
Reproduction Service No. 277 520).
Bruner, J. (1966). Toward a theory of instruction. Cambridge: Harvard University Press.
Bruner, J. (1990). Acts of meaning. Cambridge: Harvard University Press.
Buck, L. & Kramer, A. (1973). Opening new worlds to the deaf and disturbed. In J. J. Leedy’s
(Ed.) Poetry as healer Philadelphia: Lippincott.
Bump, J. (1995, March). Teaching emotional literacy. Paper presented at the Annual Meeting of
the Conference on College Composition and Communication. Washington, D.C.
Burt, C. D. B. & Cook, J. (1994). An analysis of self-initiated coping behavior. Child Study
Journal, (24) 3, 171-189.
Carrin, R. (1990). Journey into the “woo-woo”: a theoretical exploration of the use of metaphor
in psychotherapy. Unpublished dissertation: Antioch University, New England Graduate
School.
Cassier, E. (1955). Philosophy of symbolic form. New Haven: Yale University Press.

176

Cattell, R. B. & Butcher, H. J. (1971). The prediction, selection, and cultivation of creativity. In
H. J. Butcher & D. E. Lomax (Eds.) Readings on human intelligence (pp. 172-192),
London: Methuen
.
Chavis, G. G. (1987). Poetry in a women’s growth group on the mother-daughter relationship.
Journal of Poetry Therapy, (2) 1.
Christie, F. (1985). Writing in schools: generic structures as ways of meaning. In B. Couture’s
(Ed.) Functional approaches to writing: research perspectives.
Cinnamon, A. & Zimpher, D. (1990). Reflectivity as a function of community. In R. T. Clift,
W. R. Houston, & M. C. Pugach’s (Eds.), Encouraging reflective practice in education:
an analysis of issues and programs. New York: Teacher’s College Press.
Cobine, G. R. (1996). Teaching expressive writing. ERIC Clearinghouse on Reading, English,
and Communication. (ERIC Document Reproduction Service No: 396 338).
Coe, R.M. (1991). Advanced composition as fishing pole: principle, processes, practices. In K.H.
Adams & J. L. Adams (Ed.) Teaching advanced composition: why and how. Portsmouth,
NH: Boynton/Cook.
Cohen, G. (1976). Visual imagery in thought. New Literary History, 7, 513-523.
Cohen, L. & Manion, L. (1985). Research methods in education. New Hampshire: Croon Helm.
Cohen, L. (1989). Reading as a group process phenomenon: a theoretical framework for
bibliotherapy. Journal of Poetry Therapy, (2) 3.
Cohen, L. (1993). The therapeutic use of reading: a qualitative study. The Journal of Poetry
Therapy, (7(2).
Collier, R. W. (1974). The effect of transcendental meditation upon university academic
attainment. In H.H. Bloomfield, M. P. Cain, D.T. Jaffe, R.B. Kory’s (Eds.) TM:
discovering inner energy and overcoming stress. New York: Delacourte
Collinson, V. (1996, July). Becoming an exemplary teacher: integrating professional,
interpersonal, and intrapersonal knowledge. Paper presented at the Annual Meeting of the
Japan - United States Teacher Education Consortium, Naruto, Japan.
Combs, G., & Freedman, J. (1990). Symbol, story and ceremony: using metaphor in individual
and family therapy. New York: Norton.
Coogan, J. P. (1966). Apollo and Psyche: poetry as therapy. SK&F Reporter, 28.
Costanzo, W. (1990). Meditation through writing. The Writing Notebook, (7)4, 29-32.

177

Cox, B. E., Shanahan, T., Tinzmann, M. B. (1991). Children’s knowledge or organization,
cohesion, and voice in written exposition. Research in the Teaching of English, (25)2.
Cox, C. M. (1926). The early mental traits of three hundred geniuses. In L.M. Terman’s (Ed.)
Genetic studies of genius (Vol. II), Stanford: Stanford University Press.
Craig, T. (1984). Toward an understanding of the life-world in the first-year drama teacher.
Unpublished doctoral dissertation, University of Alberta, Edmonton, Canada.
Crammond, B. (1995). Attention-deficit hyperactivity disorder and creativity--what is the
connection? The Journal of Creative Behavior, (28)3.
Criswell, D. M. (1983). John Dewey’s aesthetic theory and practice. Unpublished doctoral
dissertation, University of Pittsburgh, School of Education.
Csikzentmihalyi, M. (1990). Flow: the psychology of optimal experiences. New York: Harper &
Row.
Czach, M. (1995). Diane arbus, sylvia plath and anne sexton: astringent poetry and tragic
celebrity. History of Photography, 19, 100-106.
Dardis, T. (1989). The thirsty muse. New York: Ticknor & fields.
DeMaria, M. (1991). Poetry and the abused child: the forest and tinted plexiglass. Journal of
Poetry Therapy, (5)2.
DeMott, B. (1967). Reading, writing, reality, unreality. American Council on Education,
Washington, D.C. (ERIC Document Reproduction Service No. 015 945).
Denman, M. E. (1981). Personality changes concomitant with learning writing. Research in the
Teaching of English, (15) 2, 170-176.
Dewey, J. (1929). The quest for certainty. New York: Putnam.
Dewey, J. (1934). Art as experience. New York: Capricorn.
Edgar, K. F. Hazley, R. (1969). Validation of poetry therapy as a group therapy technique. In
J. J. Leedy’s (Ed.), Poetry therapy: the use of poetry in the treatment of emotional
disorders. Philadelphia: Lippincott.
Edwards, J. (1980). The effects of suggestive-accelerative learning and teaching on creativity.
Journal of Suggestive-Accelerative Learning and Teaching, (4)5, 235-253.
Edwards, L. C. (1990). Affective development and the creative arts. Columbus: Merrill.
Ehri, L. C., Deffner, N. D., & Wilce, L. S. (1985). Pictorial mnemonics for phonics. Journal of

178

Educational Psychology.
Eisner, E. W. (1986). The role of the arts in cognition and curriculum. Journal of Art and Design
Education, Vol. V.
Elbow, P. (1973). Writing without teachers, New York: Oxford University Press.
Elbow, P. (1981). Writing with power: techniques for mastering the writing process. New York:
Oxford University Press.
Eliot, T. S. (1950). Selected essays. New York: Harcourt, Brace & World.
Elliget, J., Danielson, H.m & Holland, M. (1982, June). A preliminary evaluation of the success
imagery program in seven schools. Report presented at the mental imagery conference,
University of Southern California.
Emery, W. G. & Sinatra, R. (1983). Improving written literacy through visual literacy. Paper
presented at the Annual Meeting of the Canadian Council of Teachers of English. (ERIC
Document Reproduction Service No. 247 599).
Emig, J. (1964). The uses of the unconscious in composition. College Composition and
Communication. (15) 1, 6-11.
Emig, J. (1971). The composing processes of twelfth graders. Urgana, Ill: NCTE.
Emig, J. (1983). The web of meaning: essays on writing, teaching, learning, and thinking.
Montclair, NJ: Boynton/Cook
.
Epstein, J. (1988). Who killed poetry: Commentary, 86, 13-20.
Faigley, L., & Witte, S., (1981). Analyzing revision. College Composition and Communication,
(32)4, 400-414.
Ferguson, F. (1961). Aristotle's Poetics. New York: Hill & Wong.
Ferguson, P. C. & Gowan, J. (1973). The influence of transcendental meditation on anxiety,
depression, aggression, neuroticism, and self-actualization. School of Education,
California State University at Northridge.
Fleckenstein, K. (1992, March). Seeing, feeling, evoking: imagery and aesthetic involvement.
Paper presented at the Annual Meeting of the Conference on College Composition and
Communication, Cincinnati, OH.
Fleckenstein, K. (1994). Mental imagery, text engagement, and underprepared writers. In A. G.
Brand & R. L. Graves (Eds.) Presence of mind: writing and the domain beyond the
cognitive. Portsmouth, NH: Heinemann.

179

Flowers, L. & Hayes, J. R. (1981). A cognitive process theory of writing. College Composition
and Communication, (32) 4, 365-387.
Fosnot, C. T. (1993). Rethinking science education: a defense of piagetian constructivism.
Journal of Research in Science Teaching, (30) 9, 1203-1208.
Fox, B. (1981). A child’s consciousness of his own creative process. OASP Selected Writings,
Atlantic Institute of Education, 31-52, (ERIC Document Reproduction Service Number
243 103).
Freud, S. (1908/1927). The relation of the poet to daydreaming. Collected papers. Vol, IV.
London: Hogarth Press.
Friere, P. (1970). Pedagogy of the oppressed. New York: Continuum.
Fuchel, J. C. (1985). Writing poetry can enhance the psychotherapeutic process: observations
and examples. Arts in Psychotherapy, 12.
Gallehr, D. R. (1994). Wait and the writing will come: meditation and the composing process. In
A. G. Brand & R. L. Graves (Eds). Presence of mind: writing and the domain beyond the
cognitive,
Galyean, B. C. (1985). Guided imagery in education. Farmindale, New York: Baywood
.
Gambrell, L. B. (1982, December). Induced mental imagery and the written language expression
of young children. Paper presented at the Annual Meeting of the National Research
Conference, Clearwater Beach, FL.
Garcia, J. (1990). Psyche and metaphorizing. Unpublished dissertation from Peabody College for
Teachers, Vanderbilt University.
Gardner, H. (1993). Creating minds: an anatomy of creativity seen through the lives of freud,
epstein, picasso, stravinsky, eliot, graham, and gandhi. New York: Basic Books.
Garner, J. (1993). Runaway with words: teaching poetry to at-risk teens. Journal of Poetry
Therapy, (6) 4.
Gendlin, E. (1978). Focusing. New York: Everest House.
Geertz. C. (1973). The interpretation of cultures: selected essays. New York: Basic Books.
Gioia, D. (1991). Can poetry matter? Atlantic Monthly, 267.
Gladding, S. T., (1992). Poetry and metaphor as instruments in promoting human rights in
counseling. Alexandria, VA: American Counseling Association.
Glaser, B.G. & Strauss, A.L. (1985). Research methods in education. New York: Aldine

180

DeGruyter.
Goble, F. G. (1970). The third force: the psychology of Abraham Maslow. New York:
Grossman.
Goertzel, M. G., Goertzel, V., & Goertzel, T. G. (1978). Three hundred eminent personalities.
San Francisco: Jossey - Bass.
Goldstein, M. (1989). Poetry and therapeutic factors in group therapy. Journal of Poetry Therapy,
2, 231-241.
Goleman, D. (1972). The Buddha on meditation and states of consciousness, Part II: a
typology of meditation techniques. Journal of Transpersonal Psychology, (6) 2, 151-155.
Goleman, D., (1995). Emotional intelligence: why it can matter more than i. q., New York:
Harper & Row.
Gorelick, L. (1989). Poetry on the final common pathways of the psychotherapies: private self,
social self, self-in-the-world. Journal of Poetry Therapy, (3) 1.
Gowan, J. C. (11975). Trance, art, and creativity. New York: Creative Education Foundation.
Graham, H. (1995). Mental imagery in health care: an introduction to therapeutic practice. New
York: Chapman & Hall.
Graham, J. (1974). Auditory discrimination in meditators. In D. W. Orme-Johnson, L. H.
Domash, & J. T. Farrow’s (Eds.) Scientific Research on Transcendental Meditation, Vol.
1, Los Angeles: MIU Press.
Green, A. & Green, E. (1986). Biofeedback and states of consciousness. In B. Wolman & M.
Ullman (Eds.) Handbook of states of consciousness (pp. 553-589). New York: Van
Nostrand.
Green, B. (1987). Gender, genre, and writing pedagogy. In I. Reid’s (Ed.) The Place of Genre in
Learning: Current Debates. Geelong, Victoria: Deacon University Press.
Greenwald, E. (1984). Effects of rational emotive education, imagery, and bibliotherapy on
self-concept, individual achievement, responsibility, and anxiety in sixth grade children,
Unpublished doctoral dissertation: Hofstra University.
Groff, E, & Render, G. (1982, March). The effectiveness of three classroom teaching methods:
programmed instruction, simulation, and guided imagery. Paper presented at the Annual
Meeting of the American Educational Research Association, New York.
Haswell, J. E. (1996, March). Granting authority to multivocal student writing. Paper presented
at the Annual Meeting of the Conference on College Composition and Communication,
Milwaukee, WI.

181

Hatterer, L. J. (1965). The artist in society: problems and treatment of the creative personality.
New York: Grove Press.
Hayakawa, S. I. & Hayakawa, A. R. (1990). Language in thought and action (5th ed.). Fort
Worth, TX: Harcourt Brace Jovanovich.
Hearnshaw, L. S. (1989). The shaping of modern psychology: a historical introduction. London:
Routledge.
Hendricks, G., & Fadiman, J. (1976). Transpersonal education: a curriculum for feeling and
being. NJ: Prentice Hall.
Hendricks, G., & Weinhold, B. (1982). Transpersonal approaches to counseling and
psychotherapy. Denver: Love Publishing.
Herrington, A. J. (1993). Reflections on empirical research examining some ties between theory
and action. In L. Odell (Ed.), Theory and practice in the teaching of writing: rethinking
the discipline, (pp. 40-70). Carbondale: southern Illinois University Press.
Hoffman, F.J. (1967). Freudianism and the literary mind (2nd ed.), Ann Arbor, MI: Edward
Brothers.
Holland, N. N. (1973). Poems in persons: an introduction to the psychoanalysis of the literature.
New York: W. W. Norton.
Hudson, L. (1975). Human beings: the psychology of human experience. New York: Anchor.
Hugo, R. (1979). The triggering town: lectures and essays on poetry and writing. New York:
W. W. Norton.
Hull, G. A. (1981). Effects of self-management strategies on journal writing by college
freshman. Research in the Teaching of English, (15) 2, 135-148.
Hyde, A., & Bizor, M. (1989). Thinking in context. White Plains, NY: Longman.
Hyman, I. E. & Neisser, U. (1991). Reconstructing mental images: problems of method. Boulder,
Westview Press.
Hyslop, J. H. (1910). Change. In J. Hastings (Ed.) Encyclopedia of religion and ethics, (Vol. III,
pp. 357-358), New York: Charles Scribner.
Ivker, B. (1994). Poetry/art therapy: the message and the medium. Journal of Poetry Therapy, (7)
4, 197-201.
Ingram, J. L. (1989). Metaphor in psychotherapy reconsidered: a hermeneutic approach.
Unpublished dissertation, University of Tennessee.

182

Jacobi, J. (1973). The psychology of C. G. Jung. New Haven: Yale University Press.
Jamieson, K. R. (1990). Touched with fire: manic-depressive illness and the artistic
temperament. New York: Free Press.
Jampole, E. S., Mathews, F. N., & Konopak, B. C. (1994). Academically gifted students’ use of
imagery for creative writing. Journal of Creative Behavior, (28) 1.
Janc, H. (1992). Metaphoric comprehension: a higher psychological process mediated by signs.
Unpublished dissertation: Long Island University, the Brooklyn Center.
Jaskowski, H. (1987). Artisan or genius: two views of the poetic process. Journal of Poetry
Therapy, (1) 1, 5-13.
Jaynes, J. (1990). The origin of consciousness in the break-down of the bicameral mind. Boston:
Houghton Mifflin.
Jenkinson, A. (1970). Writing as a process of discovery: some structured theme assignments for
grades five through twelve. Bloomington: Indiana University Press.
Jersild. A. H. (1952). In search of self: an exploration of the role of the school in promoting
self-understanding. New York: Teachers College Press.
John-Steiner, V. (1985). Notebooks of the mind: explorations of thinking. Albuquerque:
University of New Mexico Press.
Jones, A. R. (1965). Imagism: a unity of gesture. In I. Ehrenpreis (Ed.), American poetry. New
York: St. Martin’s Press.
Jung, C. G. (1972). On the relationship of analytical psychology to poetry. In J. Cambell’s (Ed.)
The Portable Jung. New York: Viking Press.
Kaminsky, M. (1985). The arts and social work: writing and reminiscing in old age, voices from
from within the process. Journal of Gerontological Social Work, 8.
Kantor, K.J. (1975). Creative expression in the english curriculum: an historical perspective.
Research in the Teaching of English, (9) 1.
Karlsson, A. (1970). Genetic association of giftedness and creativity with schizophrenia.
Hereditas, 66, 177-182
.
Karther, D.E. (1995). Even start parents practices and views of literacy with preschool-aged
children. Unpublished dissertation. West Virginia University.
Kepecs, G. (1944). Language of vision. Chicago: Paul Theobald.

183

Khatena, J. (1978). Frontiers of creative imaginative imagery. Journal of Mental Imagery, 2,
33-46.
King, J. & Ryskamp, J. (1992). The Letters and Prose Writings of William Cowper. Oxford:
University Press.
Klauser, H. A. (1986). Writing on both sides of the brain: breakthrough techniques for people
who write. San Francisco: Perennial Library.
Kleinzahler, A. (1992). Poetry’s decay. Harper’s Magazine, 284.
Kobak, D. (1969). Poetry therapy in a “600” school and in a counseling center. In J. J. Leedy’s
(Ed.) Poetry therapy: the use of poetry in the treatment of emotional disorders.
Philadelphia: Lippincott.
Krippner, S. (1972). Altered states of consciousness. In J. White (Ed.) The highest state of
consciousness. (pp. 1-5), New York: Doubleday.
Kubie, L. S. (1943). The use of induced hypnagogic reveries in the recovery of repressed
amnesia data. Bulletin of the Menninger Clinic, 7, 172-183.
Kubie, L. S. (1958). Neurotic distortion of the creative process. Kansas: Kansas University Press.
Kubler Ross, E. (1975). Death: the final stage of growth. Englewood Cliffs, NJ: Prentice Hall.
Langer, S. (1961). Reflections on art. New York: Oxford University Press.
Langs, R. (1988). Decoding your dreams: a revolutionary technique for understanding your
dreams. New York: Ballantine.
Leedy, J. J . (1969). Poetry as healer: mending the trouble mind. New York: Vanguard.
LeGuin, U.K. (1990). Dancing at the edge of the world: thoughts on words, women, places. New
York: Harper & Row.
Lensmire, T. J. (1995, April). Rewriting student voice. Paper presented at the Annual Meeting
the American Educational Research Association, San Francisco.
Lerner, A. (1976). A look at poetry therapy. Art Psychotherapy, 3.
Lerner, A. (1978). Poetry in the therapeutic experience. New York: Pergamon.
Ley, R.G. & Kaushansky, M. (1985). The four r’s: reading’, ‘riting, ‘rithmetic and the right
hemisphere. In A.A. Shiekh & K.S. Shiekh’s (Eds.) Imagery in Education. Farmingdale,
New York: Baywood.

184

Lynn, S.J. & Rhue, J.W. (1986). The fantasy-prone person: hypnosis, imagination, and creativity.
Journal of Personality and Social Psychology, 51, 404-408.
MacKinnon, D.W. (1975). IPAR’s contribution to the conceptualization and study of creativity.
In I.A. Taylor & J.W. Getzel’s (Ed.) Perspectives in creativity. Chicago: Aldine.
MacKinnon, D.W. (1978). In search of human effectiveness. New York: Creative Education
Foundation.
Macrorie, K. (1980). Telling writing. Rochell Park, NJ: Hayden.
Malm, L. (1990). The eclipse of meaning in cognitive psychology: implications for humanistic
psychology. Journal of Humanistic Psychology, (33) 1, 67-87.
Margid, S. (1985). Meditation, creativity, and the composing process of student writers.
Dissertation International, 46, 2603A.
Maslow, A. H. (1966). Some educational implications of the humanist psychologies. Harvard
Educational Review, (38) 4, 685-696.
Maslow, A. H. (1969). Theory Z. Journal of Transpersonal Psychology. (1) 2, 31-48.
Maslow, A. H. (1970). Motivation and personality. New York: Harper & Row.
Mattisen, A. (1983). a study of jungian psychological types in poets and poetry critics: the
relationship between the two groups. Unpublished dissertation: U. S. International
University, DA409538.
May, R. (1975). The courage to create. New York: W.W. Norton.
Mays, M. (1990). The use of metaphor in hypnotherapy and psychotherapy. Individual
Psychology, (46) 4.
Mazza, N. (1981). Poetry and grief counseling: an exploratory study. Dissertation: Florida State
University.
Mazza, N., Magaz, C., & Scaturro, J. (1987). Poetry therapy with abused children. Arts in
Psychotherapy, 14.
Mazza, N. (1994). Poetry therapy: towards a research agenda for the 1990’s. Journal of Poetry
Therapy, (2) 3, 145-154.
McCandless, J.B. (1989). Agony, a womb of poetry, -why? Journal of Poetry Therapy, (2) 3,
145-154.

185

McFarland, R. (1993). An apologia for creative writing. College English, (55) 1, 28-45.
McKellar, P. (1957). Imagination and thinking. New York: Basic Books.
McLeod, S. H. (1992). The affective domain and the writing process: working definitions.
Journal of Advanced Composition, 2, 95-105.
Mead, G. (1934). Mind, self, and society. Chicago: University of Chicago Press.
Meadows, G.R. (1996). The effect of constructivist hypermedia in bringing about conceptual
change in pre-service elementary teachers’ science frameworks. Unpublished
dissertation, West Virginia University.
Melrose, L. (1989). The creative personality and the creative process: a phenomenological
perspective. New York: University Press of America.
Merriam,. S.B. (1988). Case study research in education: a qualitative approach . San Francisco:
Jossey-Bass.
Milosz, C. (1983). The witness of poetry. Cambridge: Harvard University Press.
Mitroff, I.I. & Kilman, R.H. (1978). Methodological approaches to social science. San Francisco:
Jossey-Bass.
Moder, D. (1986). Aspects of androgyny, oedipal struggle, and religious defense in the poetry of
Gerald Manley Hopkins. Literature and Psychology, 32, 2-18.
Moffet, J. (1981). Coming on center: english education in evolution. Portsmouth, NH:
Boynton/Cook.
Moffet, J. & Wagner, B.J. (1992). Student-centered language arts, K-12., Portsmouth, NH:
Boynton/Cook.
Montessori, M. (1912/1965). The montessori method. Cambridge, MA: Robert Bentley.
Moreno, J. L. (1945). Group psychotherapy: a symposium. New York: Beacon House.
Mosback, M.S. (1978). The effect of the biofeedback journal on the self-concept and creativity
of ninth grade students. Dissertation Abstracts International, 39, 6621A.
Moustakas, C.E. (1956). The teacher and the child. New York: McGraw-Hill.
Murphy, M. H. (1970). Education for Transcendence. Journal of Transpersonal Psychology (3)
3, 21-32.

186

Murray, D.M. (1986). Teaching the other self: the write’s first reader. In T. Newkirk (Ed.), To
compose. Portsmouth, NH: Heinemann.
Myers, I.B. (1962). Manual: the myers-briggs type indicator. Princeton: Educational Testing
Service.
National Council of Teachers of English (1935). An experience curriculum in english. Report of
the Curriculum Commission, W. Hatfield, Chairman. New York: D. Appleton-Century
Commission.
Newkirk, T. (1986). To compose: teaching writing in the high school. Portsmouth, NH:
Heinemann.
Nicholson, H. (1947). the health of authors. Lancet, 2, 709-714.
Noddings, N. & Shore, P.J. (1984). Awakening the inner eye: intuition in education. New York:
Teachers College Press.
Ochse, R. (1990). Before the gates of excellence: the determinants of creative genius. New York:
Cambridge University Press.
Oldfather, P., & Dahl, K. (1995). Toward a social constructivist reconceptualization of intrinsic
motivation for literacy learning (ERIC Document Reproduction Service No: 384 009).
Page, M.D. (1997, March). Clifford Geertz and beyond: the interpretive interview/essay and
reflexive ethnography. Paper presented at the Annual Meeting of the Conference on
College Composition and Communication, Phoenix, AZ.
Pelrose, G.C. (1989). Metacognition as an Intrapersonal Communication Process: the Purposes
of Cognitive Monitoring and Methodology for its assessment. In C.V. Roberts and K.W.
Watson’s (Eds.) Intrapersonal Communication Processes: Original Essays, New Orleans:
SPECTRA.
Perl, S., (1979). The composing processes of unskilled college writers, RTE, 13, 317-336.
Perl, S., (1994). A writer’s way of knowing: guidelines for composing. In A.G. Brand & R.L.
Graves (Eds.), Presence of Mind: writing and the domain beyond the cognitive. (pp. 7788). Portsmouth, NH; Boynton/Cook.
Peters, E.E. (1983). Effect of a transformational imagery strategy on poor and good
comprehender's recall of concrete prose. Unpublished doctoral dissertation, Department
of Special Education, Arizona State University, Tempe.
Phillips, R. (1973). The confessional poets. Carbondale: Southern University Press.
Piaget, J. (1980). Language and learning: the debate between Jean Piaget and Noam Chomsky.
Cambridge: harvard University Press.

187

Plutchik, R. (1984). Emotions and imagery. Journal of Mental Imagery, (8) 84, 105-112.
Polyani, M. (1969). Knowing and being. Chicago: University of Chicago Press.
Powell, C.T. (1991). Rap music: an education with a beat from the street. Journal of Negro
Education. (45) 3.
Progoff, I. (1973). Jung’s Psychology and its social meaning. New York: Anchor Books.
Progoff, I. (1975). At a journal workshop: the basic text and guide for using the intensive journal
process. New York: Dialogue House Library.
Pugach, M.C. & Johnson, J. (1990). Developing reflective practice through structured dialogue.
In R.T. Clift, W.R. Houston, & M,C. Pugach’s (Eds.) Encouraging reflective practice in
education: an analysis of issues and programs. New York: Teacher’s College Press.
Purpel, D.E. & Belanger, M. (1972). Curriculum and the cultural revolution. Berkeley:
McCutchan.
Rainier, T. (1987). The new diary. Los Angeles: Jeremy P. Tarcher.
Rank, O. (1932). Art and the artist: creative urge and personality development. New York:
Knopf.
Ratcliff, G.R. (1994). Indicators of effective student learning in english composition: a review of
the literature. Report from the Office of Educational Research and Improvement,
Washington, D.C.: (ERIC ED 371 670.
Read, H. (1960). The form of things unknown. New York: Horizon Press.
Reed, M. A. (1992a). The bardic mystery and the dew drop in the rose: the poet in the
therapeutic process. Journal of Poetry Therapy, (6) 1.
Reed, M. A. (1992b). Exploring the lyric, epic, and dramatic voices: stages of incandescence in
the poetry of the aged. Journal of Poetry Therapy, (5)4.
Reid, R. (1980). VIP learning. Personal Communication, 5.
Rich, A. (1972). When we dead awaken: writing as re-vision. College English, (34) 1.
Richards, R.L. (1981). Relationships between creativity and psychopathology: an evaluation and
interpretation of the evidence. Genetic Psychological Monographs, 103, 261-324.
Richardson, A. & Patterson, Y. (1986). An evaluation of three procedures for increasing imagery
vividness. In A.A. Sheikh (Ed.), International Review of Mental Imagery, Vol.II. New

188

York: Human Sciences Press.
Rico, G.L. (1983). Writing the natural way: using right brain techniques to release your
expressive powers. New York: Jeremy P. Tarcher.
Rico, G.L. (1991). Pain and possibility: writing your way through personal crisis. Los Angeles:
Jeremy P. Tarcher.
Rodenhauser, P. (1994). Unlocking creativity: connections between psychic and external reality.
Journal of Poetry Therapy, (8) 1.
Roe, A. (1953). A psychological study of eminent psychologists and anthropologists, and a
comparison with biological and physical scientist. Psychological Monographs, General
and Applied, 67.
Roe, M. F. & Stallman, A.C. (1994). a comparative study of dialogue and response journals.
Teaching and Teacher Education, (10) 6, 579-588.
Roger, C.R. (1961). On becoming a person: a therapist’s view of psychotherapy. Boston:
Houghton Mifflin.
Rohman, D.G. & Wlecke, A.O. (1964). Prewriting: the construction and application of models
for concept formation in writing. U.S. Department of Health, Education, and Welfare
Cooperative. Research Project No. 2174, East Lansing, Michigan State University.
Romig, C. & Greunke, C. (1991). The use of metaphor to overcome inmate resistance to
mental health counseling. Journal of Counseling and Development, 69.
Rose, M. (1985). When a writer can’t write: studies in writer’s block and other composingprocess problems. New York: Guilford Press.
Rosenblatt, L.M. (1938/1976). Literature as exploration. New York: Noble & Noble.
Roskos-Ewoldsen, B., Intons-Peterson, M.J. & Anderson, R.E. (1991). Imagery, creativity, and
discovery: a cognitive perspective. New York: North Holland.
Rossi, M. A. (1990). Poetry as therapy: self and world analysis. Journal of Poetry Therapy, 3,
Spring.
Rothenberg, A. (1970). Inspiration, insight, and the creative process in poetry. College English,
(32) 2.
Rowan, J. (1990). Subpersonalities: the people inside us. New York: Routledge.
Rucinski, T. & Arrendondo, D. E. (1994, April). Using the workshop approach in university
classes to develop student dispositions to think metacognitively and creatively. Paper
presented at the Annual Meeting of the American Educational Research Association,

189

New Orleans.
Sadowski, M. (1983). An exploratory study of the relationship between reported imagery and the
comprehension and recall of a story. Reading Research Quarterly, 19, 110-123.
Sadowski, M. (1985). The natural use of imagery in story comprehension and recall: replication
and extension. Reading Research Quarterly, 20, 658-667.
Sadowski, M,. goetz, E., & Kangiser, S. (1988). Imagination in story response: relationships
between imagery, affect, and structural importance. Reading Research Quarterly, 23,
320-336.
Sarbin, T.R. (1986). Narrative psychology: the stored nature of human conduct. New York:
Praeger.
Sartore, R. (1990). Poetry and childhood trauma, Journal of Poetry Therapy, (3) 4.
Schechter, R.L. (1973). Poetry: a therapeutic tool in the treatment of drug abuse. In J. J. Leedy’s
(Ed.) Poetry the Healer. Philadelphia: Lippincott.
Schimek, J. W. (1954). Creative originality: its evaluation by use of free-expression tests.
Unpublished doctoral dissertation, University of California, Berkeley.
Schloss, G.A. (1976). Psychopoetry: a new approach to self-awareness through poetry. New
York: Grosset & Dunlap.
Schon, D. (1987). Educating the reflective practitioner. New York: Basic Books.
Schultz, J. (1988, March). Voice, image, and the idea: the use of perception in the development
of extended discourse. Paper presented at the Annual Meeting of the Conference on
College Composition and Communication, St. Louis. (ERIC ED 299 563).
Sealy, S.A. & Duffy, T.F. (1977). Report on the Intensive Journal job-training program.
Unpublished manuscript.
Seeman, W., Nidich, S., & Banta, T. (!972). The influence of transcendental meditation on a
measure of self-actualization. Journal of Counseling Psychology, (19) 3, 184-187.
Sheikh, A.A. (1983). Imagery: current theory, research, and application. New York: John Wiley
& Sons.
Shrodes, C. (1949). Bibliotherapy: a theoretical and clinical-experimental study. Dissertation:
University of California, Berkeley.
Simpson, M. (1995). Spontaneous poetry in the therapy of a feral street child: recording a return
from alienation. Journal of Poetry Therapy, (8)4.

190

Skinner, B. F. (1972). On having a poem. Saturday Review: July 15th
.
Speidel, G.E. & Troy, M.E. (1985). The ebb and flow of mental imagery in education. In A.A.
Sheikh’s (Ed.) Imagery in education. Farmindale, New York: Baywood.
Staton, J. (1987). Dialogue Journals. Report. (ERIC ED 284 276).
Steiner, R. (1968). The roots of education. London: Rudolph Steiner Press.
Steiner, R. (1972). The modern art of education. London: Rudolph Steiner Press.
Steinberg, J. (1991). constructing adulthood: metaphors in the lives of young adults. Unpublished
dissertation, Miami University.
Stewart, R. (1994). Meditation, twilight imagery, and individuation in creative writing.
Dissertation, Indiana University. (ERIC ED 375 432).
Stino, Z. (1995). Writing as therapy in a country jail. Journal of Poetry Therapy, (9) 1.
Storr, A. (1983). The dynamics of creation. harmondsworth: Penguin
Subotnik, D. (1988). Wisdom or widgets: whither the academic enterprise: The NEA Higher
Education Journal, (4) 1, 67-80.
Suhor, C. (1994). The pedagogy of silence in public education: expanding the tradition. In A.G.
cognitive. Portsmouth, NH: Boynton/Cook.
Sword, H. (1995). Engendering inspiration: visionary strategies in Rilke, Lawrence, and H.D.
Ann Arbor: University of Michigan Press.
Talbot-Green, M.A. (1988). A comparative study of feminist group psychotherapy and poetry
therapy as an adjunctive treatment to increase self-actualization on the personal
orientation inventory. Unpublished dissertation: Ohio State University.
Tama, M.C. (1989). Critical thinking: promoting it in the classroom. Bloomington, IN:
Clearinghouse on Reading and Communication Skills (ERIC Document Reproduction
Service No. 306 554).
Teichmann, S. G. (1995). Write another poem about marigold: meaningful writing as a process
of change. Journal of Poetry Therapy, (9) 2, 79-91.
Thomas, L. (1991). You’ve got to put yourself in it: the voice in poetry. Teachers and Writers,
22.
Toomin, M. (1982, June). Biofeedback and imagery in the schools: summary of several research

191

projects in education. Paper presented at the Brain/Mind Revolution Conference, Upland,
CA.
Truog, D. (1994). Metaphor as a representation of the self in relationship. Unpublished
dissertation, Harvard University.
Trzyna, G.D. & Miller, S. (1997). A case study of learning in an integrated literature-history
class: personal narrative, critical reflection, 7 Kris’s way of knowing (ERIC ED 405 590).
Tsanoff, R. S. (1949). The ways of genius. New York: harper & Brothers.
Vargio. K.G. (1974). Psychosynthesis workbook: subpersonalities. Syntheses, 1.
Veale, A. (1991, August). Equity and art. Paper presented at the National conference of the
Australian Early Childhood Association, Adelaid, South Africa.
Vojnovich, C.M. (1997). Improving student motivation in the secondary classroom through the
use of critical skill, cooperative learning techniques, and reflective journal writing. (ERIC
Document Reproduction Service No. 411 334).
Vygotsky, L.S. (1962). Thought and language. Cambridge: MIT Press.
Vygotsky, L. S. (1978). Mind in society. Cambridge: Harvard University Press.
Walker, A. D. (1984, November). Visual literacy--enhancing human potential. Paper presented at
the Annual Conference of the International Visual Literacy Association, Bloomington,
IN (ERIC ED 246 843).
Watkins, M. (1984). Waking dreams. Dallas: Spring Press.
Wells, A. M. (1962). Was emily dickinson psychotic? American Imago: a psychoanalytic
journal for the arts and sciences, (19) 4.
West, M.M. (1985). An examination of expressive functions in a constructivist model of written
composing. (ERIC Document Reproduction Service Number 286 172).
Wheelright, P. (1954). The burning fountain: a study in the language of symbolism.
Bloomington: Indiana University Press.
Whitfield, C.L. (1989). Healing the child within: discovery and recovery for adult children of
dysfunctional families. Deerfied Beach, FL: Health Communications.
Wilbur, K. (1979). A Developmental view of Consciousness. Journal of Transpersonal
Psychology, (11) 1, 1-21.
Wilson, R. N. (1954). Poetic creativity: process and personality. Psychiatry, (17) 2.

192

Wilson, R. A. (1990). Quantum Psychology: how brain software programs you and your world.
Tempe, AZ: New Falcon Publications.
Wolpe, J. (1969). The practice of behavior therapy. New York: Pergamon.
Wolinsky, S. (1991). Trances people live: healing approaches in quantum psychology.
Connecticut: Bramble Books.
Wolinsky, S. (1993). The dark side of the inner child: the next step. Connecticut: Bramble
Books.
Worley, D. A. (1994). Visual imagery training and college writing students. In A.G. Brand &
R.L. Graves (Eds.) Presence of Mind: Writing and the domain beyond the cognitive.
Portsmouth, NH: Boynton/Cook.
Yinger, R. (1985). Journal writing as a learning tool. Volta Review, (87) 5, 21-33.
Young, R. E. (1970). Rhetoric: discovery and change. New York: Harcourt, Brace & World.
Youngkin, B. (1982). Creativity, the hemispheres of the brain, and teaching composition. CEA
Forum, (12) 4, 6-11.
Zeigler, A. (1975). The writing workshop: Vol. 1. New York: Teachers and Writers
Collaborative.
Zhou, H. (1994). The composing processes of unskilled ESL student writers: six case studies,
Unpublished dissertation, West Virginia University.
Zinker, J. (1997). Creative process in gestalt therapy. New York: Brunner/Mazel.

193

APPENDIX

APPENDIX 1

DIRECTIONS

1. Each time that you write a draft, not its number on the page. If you edit a draft in
revision, please rewrite the new version and label it as a new draft.
2. After writing each poem, go back and note the emotion or emotions that you
were feeling when you were writing.
3. From the scale given you, also note the intensity of the emotion and circle it.
4. Also choose the consciousness state or states that you were in as you wrote the
poem or describe your consciousness state.
5. On the back of the page, describe the emotions and consciousness states that you
experienced in narration.
6. Remember to write in the section that is appropriate for the genre of the poem
for that week.
7. Remember that all of the poems that you write are to focus on the personal
thematic issue that you have chosen
8. For small note-taking, you may use any space within that section to write, but
you do not have to mark in the emotions or consciousness states that you
experienced if it is not a draft.
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APPENDIX 2

EMOTIONAL SCALE

1

2

3

4

5

..........................................................................................................................................................
Very
Weak
Neutral
Strong
Very
Weak
Strong
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APPENDIX 3

EMOTIONS
POSITIVE

NEGATIVE

POSITIVE OR
NEGATIVE

Adventurous
Affectionate
Anticipation
Awe
Carefree
Contented
Delighted
Ecstatic
Elated
Excited
Happy
Hopeful
Inspired
Interested
Proud
Loving
Relieved
Satisfied
Tranquil

Afraid
Agitated
Angry
Anxious
Ashamed
Attacked
Betrayed
Biased
Bored
Confused
Depressed
Disappointed
Disgusted
Despair
Envious
Fearful
Frustrated
Greedy
Hatred
Intolerant
Irked
Irritated
Lethargic
Lonely
Overwhelmed
Repulsed
Sad
Used
Violent

Infatuated
Passionate
Shocked
Shy
Surprised
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NO EMOTION

APPENDIX 4

KRIPPNER’S (1972) 20 ALTERED STATES OF CONSCIOUSNESS

1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.

Dreaming
Sleeping
Hypnagogic
Hypnapompic
Hyperalert
Lethargic
Rapture
Hysteric
Fragmentation
Regressive
Meditative
Trance
Reverie
Daydreaming
Internal Scanning
Stupor
Coma
Stored Memory
Expanded Consciousness
Normal
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APPENDIX 5
LYRIC POETRY

Lyric poetry has traditionally focused on:

* The musical or song-like writing of the poem

* The feelings of the poet

* Intensive descriptions of imagistic material

* Descriptions based on small units of time or moments
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APPENDIX 6

EPIC POETRY

Epic poetry has traditionally focused on:

* Historical elements of events occurring
* The poet’s narrative of unfolding events
* Stories which sometimes incorporate morals or larger
messages
* More emphasis on characters and action events
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APPENDIX 7

ENDING QUESTIONNAIRE

Please use the following scale to score the statements below:
Scale: 1. strongly agree 2. agree 3. neutral 4. disagree 5. strongly disagree
1. The instructions presented for the Reflective Journal were clearly presented to
you. ----Explain_________________________________________________________
_______________________________________________________________
2. You were able to easily select a thematic personal issue in which to focus on
during the writing of the poems. ----Explain_________________________________________________________
_______________________________________________________________
3. You were able to compose a poem for each genre in the journal which focused
on the selected thematic issue. ----Explain__________________________________________________________
________________________________________________________________
4. You were able to identify your emotions and their intensity after composing
poem. ----Explain__________________________________________________________
________________________________________________________________
5. You were able to identify your consciousness states after composing each
poem. ----Explain__________________________________________________________
________________________________________________________________
6. You perceived a personal change or development related to the thematic issue
that you selected. ----Explain__________________________________________________________
_______________________________________________________________
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APPENDIX 8

DISCUSSION QUESTIONS
Opening questions:
1. What inspires you to write?
2. What are your habits and patterns in poetry writing?
3. What do you do with your poetry after it’s complete?
Weekly Questions:
1. Were you able to successfully utilize the Reflective Journal and its methods to
produce the poem?
2. What were your emotions and consciousness states during the writing of this
week’s poetry?
3. Did the writing of the poem affect you in terms of personal change? If so, in
what way?
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APPENDIX 9

DRAMATIC POETRY

Dramatic poetry has traditionally focused on:
* A monologue or dialogue type of poetry
* A tragic or comedic story of high drama
* The telling of a story to an audience
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APPENDIX 10

REFLECTIVE POETRY

For the Reflective Poem, focus on:
* Incorporating any elements from the lyric, epic, and
dramatic poems
* Holistically adding any information or emotions for the
complete telling of the story
* Adding any wisdom or realizations that you achieved
relating to your personal thematic issue
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APPENDIX 11

AUTHORS”S CONCLUDING POEM

The Dewdrop of the Rose

Poets, yourng and old, accept this poesie
child of the universe
hear me
listen to this keeper of the garden.
The magic elixir of the Dewdrop of the Rose consists of:
love
tragedy
challenge
friendship
beauty
promises
mystery
duty
struggle
play
song
journeys
adventures
puzzles
truth
honor
missions
May you accept these gifts
and may you be truly you
working your way through the milleniums
blooming again and again
welcoming each bright morning
forever transforming
forever exquisite
forever ending as you began
becoming the metaphor
forever new, timeless
like the dewdrop of the rose.
I love you all,
Mary
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